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PERFORMANCES 

All performances are separate at the 
time stated in the programme. Club 
performances are restricted to mem¬ 
bers only; all other performances 
are open to the general public. 

BOOKING 

Advance booking is available for all 
performances. Members' prices are 
available only on production of a 
valid current membership card. Book 
in person and by post (enclose sae) 
from the Box Office at the Lab; or 
in person, by post or by 'phone from 
the ArtsShop, City Arcade, 
Birmingham B2 4TX (021 643 2514) 

DISABLED 

Please contact the Box Office (359 
4192) in advance for details of 
facilities. 

ADMISSION PRICES 
PUBLIC PERFORMANCES 


Adult 80p 

Life Member 60p 

Child (under 14 years) 40p 

Pensioner 20p 

Members' Season Ticket (10 
performances) £7 

Reduced prices are available for or¬ 
ganised parties from schools and 
colleges. 

CLUB PEKrORMANCES 

(Members Only): 

Temporary Members (inc. Temp. 
Membership Fee) 80p 

Member 60p 

Life Member 40p 

Pensioner 20p 

MEMBERSHIP FEES (Persons 

over 18) 

Life £20 

Annual £1-50 

Joint Annual (2nd and 
subsequent persons at same 
address) £1 

Temporary (all perfor¬ 
mances commencing on 
any one day) 20p 


MEMBERSHIP BENEFITS 

Annual and Life members receive 
free programme booklets by post, 
(one copy only for joint members), 
season tickets for public perfor¬ 
mances saving 1272%^ are admitted to 


club performances at reduced prices, 
and receive invitations to exhibition 
previews on request. In addition. 
Life members are given at least 25% 
discount on all admission prices. 
Temporary members are admitted to 
club performances at reduced prices 
for one day only. 

THE ARTS LAB is administered 
by Birmingham Arts Laboratory Ltd, 
a non-profit company limited by 
guarantee. It is a registered charity 
receiving financial support from West 
Midlands Arts and West Midlands 
County Council. 


NOTICE TO MEMBERS 

(1) If your membership number is 
less than 6917 or A201, your 
membership has expired (or will 
shortly do so) and this is the last pro¬ 
gramme you will receive before 
renewal. Please renew promptly to 
ensure receipt of the next 
programme. 

(2) Existing Annual Members living 
at the same address who wish to re¬ 
ceive one programme only can take 
advantage of the new joint member¬ 
ship scheme by returning their mem¬ 
bership cards to the Box Office be¬ 
fore 30th November 1977. The 
period of membership will be exten¬ 
ded proportionately and new cards 
will be issued after a few days. Please 
indicate If the cards are to be collec¬ 
ted or posted. 


One of the main functions 

of the Arts Lab is to break down 
the barriers which have 
traditionally existed between the 
various Art forms. It is there¬ 
fore particularly appropriate 
that one of the highlights of the 
programme is the detailed exam¬ 
ination of the work of JEAN 
COCTEAU which we are pre¬ 
senting from 21st October until 
17th November. 

Cocteau was himself the most 
outstanding example of an artist 
who worked in virtually every 
media including film, theatre, 
literature, the visual arts, poetry 
and design. We shall be moun¬ 
ting in the Holt Street Gallery 
a comprehensive exhibition in 
conjunction with the National 
Book League and the French 
Embassy. The Cinema will be 
screening a wide-ranging 
retrospective of Cocteau's films. 

Ar:Zak, the Arts Lab press 
is producing a special magazine 
on Cocteau which will be on 
sale throughout the exhibition. 

Amongst the many indivi¬ 
duals and organisations who 
made this most ambitious Coc¬ 
teau festival possible, special 
thanks are due to the National 
Book League, the French Em¬ 
bassy and Bertrand Meyer who 
co-ordinated the exhibition, and 
produced a good deal of the 
material specially for the Arts 
Lab. 


We now have settled down in 

our new premises but must apol¬ 
ogise, inevitably, for certain de¬ 
lays — the most noteworthy 
being the non-appearance of the 
bar. We are assured, however, 
that building work will be com¬ 
pleted by mid-November and if 
our licence application is suc¬ 
cessful, we should be in 
business by then. 

The start of the last piece 
of building work the conver¬ 
sion of the Garage Performance 
Area — still depends on the com¬ 
pletion of our fund-raising activi¬ 
ties. I would just like to say 
again how important is your sup¬ 
port for our activities by taking 
out life membership, which costs 
£20. Any other contributions to 
our development fund are also 
most welcome. Please also 
remember that the best way to 
be well-informed about our acti¬ 
vities is to become an annual 
member. For £1-50 you will get 
the programme mailed to you 
for one year, and will be able to 
see the uncertificated films 
shown at the Lab. 

Finally, a special welcome to 
all students, and especially those 
who are just starting courses in 
Birmingham. Please come and 
see us and play a full part in our 
activities. 

Ted Little 
Manager 
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27 
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23 
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JEAN COCTEAU 
EXHIBITION 

HOLT ST. GALLERY 

Friday October 20 — Thursday 
November 17 

Open Monday — Saturday 1 p.m 
— 8 p.m. 

Closed Sundays 


We are particularly pleased to 
present in Birmingham this 
major exhibition of the work of 
Jean Cocteau. The exhibition 
has been arranged by the 
National Book League in co¬ 
operation with the French 
Embassy and has been 
considerably expanded to 
include a specially selected 
section on Cocteau's work as a 
film-maker. For this material we 
are very grateful to Bertrand 
Meyer who has co-ordinated the 
entire show. 

In addition to the exhibition 
you will see in our Film Section 
of this programme that we are 
presenting a representative 
selection of Cocteau's films. We 
are grateful to Tony Tayns for 
preparing the special 
introduction to Cocteau's 
cinema. 

Our next door neighbours 
Aston Centre for the Arts add 
considerably to the range of our 
Cocteau season by presenting his 
play 'Wedding on the Eiffel 
Tower' in the Centre for the 
Arts Theatre. 

Details on the exhibition 
are deliberately brief here as 
our printing department has 
produced a special publication 
which is available throughout 
the Season. A catalogue will 
also be on sale in the Gallery. 


EAU 









W^TRE 


FILM CO-OP 


Over the last year, the Film 
Co-op have been meeting monthly 
at the Barton Arms, Aston. 

At the moment, we, like 
the Lab, are in a period of transi¬ 
tion and practical activities are cur¬ 
rently restricted. We are organising 
for next February, regular shows of 
independent work ranging from con¬ 
temporary British and European 


Independents to work presented in 
a historical context. The shows will 
provisionally be in the Bar and free 
of charge. 

One of the first shows will be 
work from the Paris Co-operative des 
Cineastes, which has been booked 
for February. 

Watch for notices at the Lab 
or contact Roger Hewins or Tony 
Bloor via the Lab. 


POETRY WORKSHOP 


Tuesday 15th November — Saturday 
19th November "US LOT" in the 
Courtyard (between the Arts Lab 
Bar and the Holt St. Gallery) 

Despite the obvious problems 
of not having a performance space^we 
are determined to keep theatre alive 
at the Lab as best we can prior to the 
completion of The Garage', With 
this in mind we have drawn together 
a unique collection of many of 
Britain's best known 'performance 
artists' to present work in the court¬ 
yard. The performance will be of an 
on-going nature but with peaks of 
activity at lunch-time and in the 
early evening. The artists involved 
have decided to call themselves 
"US LOT". 


From the 1 5th — the 19th, Ian 
Hinchcliffe ('Matchbox Purveyor') 
has roped together a bunch of artists 
of various skills to perform a 
spectacular. 

The artists include Chris & 
Tim Britten (Forkbeard Fantasy), 
Lol Coxhill (Saxophone), G.F. Fitz¬ 
gerald (Guitar), Dave Stephens (Per¬ 
former), Roger Ely (Poet/Performer), 
and Birmingham's best known perfor¬ 
mance artist, Rob Con. 

These artists have been 
creating experimental fusions 
throughout the country during the 
past two years but this event is actu¬ 
ally the first to have them working 
together in one large production. 

Books and records by the ar¬ 
tists will be on sale. 


Despite our current chronic 
accommodation problems, the 
poetry workshops continue to 
thrive are being held at present in the 
Club Room of the Aston Centre for 
the Arts. 


The Group meets on 
alternate Fridays and Wednesdays. 

All those interested in reading 
and writing poetry are urged to 
attend. 


EXHIBITION HEDGES 


Starts November 29 
Hours: 

Tuesday — Saturday 1—8 p.m. 
Sunday 2—6.30 p.m. 


The Holt Street Gallery's 
first photographic exhibition, 
^ORK IN PROGRESS', fea 
tures the work of local photo¬ 
grapher Nick Hedges. 


'WORK IN PROGRESS' is a 
series of photographs which docu¬ 
ment people at work, places of work 
and attitudes to work. It is hoped 
that they will finally be published as 


a book, together with transcribed 
interviews of the workers portrayed. 
'WORK IN PROGRESS' has been 
made possible with the help of a 
West Midlands Arts fellowship. 


Nick Hedges is a former student 
of photography at Birmingham Poly¬ 
technic and has worked as a photo¬ 
grapher for Shelter, the housing cam¬ 
paign and as a freelance for other 
voluntary agencies. 

"My motivation for choosing this 
area of study has come from a long 
held desire to give public recognition 
to what goes on in that largely 
hidden territory behind the factory 
gates. The conventional mass media 
has tended to represent 'industry' as 
an arena of permanent conflict 
(conflict is news), my own approach 
has been to seek out the ordinary, 
and in doing this to discover the 
wealth of humour and skill, and the 
weight of boredom and frustration. 

"It has become a piece of conven¬ 
tional wisdom to recognise the 
importance of 'an healthy manufac¬ 
turing base' to this country. This 
study attempts to give recognition to 
the workers who produce the wealth 
that our society depends upon. 

"Stills, because they isolate frag¬ 
ments of a larger reality,have severe 
limitations. They tend to simplify 
complex issues, and turn real events 
and people into symbols. One of the 
reasons why documentary photo¬ 
graphy lurches towards 'Art' is 
because of this tendency. And one 
of my reasons for collecting trans¬ 
cribed interviews is to give the 
photographs more context, and to 
extend the information that they 
reveal. These photographs have 
previously been put on display 
(in different selections) in the works 
canteens in the factories where they 
were taken." 

Nick Hedges has previously ex¬ 
hibited his work in the ICA, the 
Royal Photographic Society and 
the National Portrait Gallery, 
amongst other venues and has had 
his photographs printed in 
numerous publications including 
Camerawork and the British Journal 
of Photography. 













COHCERT 


EXPERIMENTAL MUSIC WORKSHOP : ELECTRONIC 

MUSIC 


Tuesday November 22nd, Aston 
Centre for the Arts at 8.00 pm 
ANOMALY PLUS 

ANO ^ LY PLUS is an expan¬ 
sion of our original chamber trio of 
flute, tuba and piano. On November 
22nd we shall be presenting a concert 
of new music including works by 

SCORES 

Our first four music scores are 
now on sale. They are available from 
the Arts Lab Shop, and will be on 
display in the foyer at Music 
Concerts. As a reminder, the scores 
are; — 

Lyell Cresswell Drones IV (1977) for 
solo tuba 

Simon Emmerson Variations for 
Tuba (1976) 

Richard Orton Ambience (1976) 
for bass trombone and tape 


Harrison Birtwistle, Henri Pousseur, 
Mauricio Kagel, Stephen Montague 
and Richard Orton. We shall also 
be presenting a new member of of 
the ensemble, the Birmingham-based 
clarinetist, Andrew Cotton. 

For further programme details 
keep an eye out for publicity at the 
Lab. 


Meivyn Poore Vox Superius (1976) 
for solo tuba 

Also available are the 
following works by Trevor Wishart: 
Machine, Machine 2, Fideiio, Journey 
into Space, Scylla and Charibdis. 

Aspiring composers amoungst 
Arts Lab readers are invited to 
submit their works for consideration 
for publication. Scores should be 
addressed to Meivyn Poore at the Lab 
with a covering letter. 


WORKSHOP 


The workshop and lecture series men¬ 
tioned below will have started by the 
time this programme reaches you. 
However, it is still possible to attend 
them. 

JAZZ, ROCK AND IMPROVISA¬ 
TION WORKSHOP 

For full details see last 
programme. 

24 meetings on Sundays 
during the Aston University terms. 
1st Term: October 9th-December 4 
(No workshop on 20th November) 
2nd Term: 8 meetings between Jan. 
18th and March 18th. 

3rd Term: 8 meetings between 

April 16th and June 24th. 

Cost; £2.50 per term: £7.50 
per year. Occasional visitors; 45p 
per day or 30p per session. Students, 
Pensioners and M.U. members, half- 
price . 

Directed by Jan Steele (Alto 
sax and flute). 

Musicians of ALL abilities are 
welcome. 

The day is divided into three 

parts: 

11 am —1 pm: Free Improvisation 
2 pm--4 pm: 

2 pm—4 pm: Jazz and Rock 

Workshop 

4 pm—5 pm: Rudiments of Music 
for Jazz and Rock Musicians 

WORLD MUSIC 

Workers Education Association 
Course 

20 talks starting on Tuesday Oct. 4, 
7.30 pm. 

Cost: £6 (Students and Pensioners 
£3). 

Course Tutor: Jan Steele 

This course will attempt to 
show that the musics of the world's 
peoples are peculiarly suited to their 


own societies and that it is only pos¬ 
sible to understand music in relation 
to the society from which it has 
developed. In so doing, we shall be 
listening to a wide variety of musics 
from all over the world, includinoan 
examination of the main trendi hi 
European and American twentieth 
century music, jazz and rock. Sovn# 
of the subjects to be covered include: 

a) The Development of Jazz 
and Blues in the United States Here 
we will be looking at the effects pro¬ 
duced by the enforced merging of 
European and African cultures In the 
New World under slavery, and will 
be examining the musics which arose 
from this situation. 

b) North American Indian 
Music Discussion of the significance 
of the Ghost Dance and Peyote 
religions. Detailed examination of 
the musci which accompanies the rit¬ 
uals. Healing song. The Music of the 
Flathead Indians. 

-c) Avant-Garde and Experi¬ 
mental Music The development of 
the classical European traditions in 
this century, and of new forms and 
attitudes in the U.S. The alienation 
of the composer and his small audi¬ 
ence from the rest of society. 

d) Children's Songs in Leeds 
and York A detailed look, with plen¬ 
ty of examples, at children's songs in 
Britain, based on Jan Steele's own 
fieldwork. (Unexpurgated). 

Hopefully during the period 
covered by this programme the bar 
will be completed, and the music 
series in the bar mentioned In the 
last programme will have begun. At 
present, however, there is no further 
information. 

Further information about 
the two workshop/lecture series 
from Jan Steele at the Lab (359 
4192) or on Tamworth 54466. 


10 meetings 

Wednesdays 730 pm from 23rd November 
and 2 weekends (19/20th November and 7/8th January 1978) 

Fee : £6^ 

Tutors : Tim Souster, MA; Meivyn Poore, MA, BMus, LRAM; Kenneth 
McFadyen, MSc, FInstP, 

Electronic music practice and theory from the 1950s until today: The 
First Generation - the "classical" electronic music studio; The Second 
Generation — the voltage-controlled synthesiser; The Third Generation — 
computer synthesised sound. A whole weekend on "live electronics" will be 
given in January by Tim Souster, Leverhulme Research Fellow in Electronic 
Music at Keele University and leader of the experimental performing group, 
OdB. This weekend will take place at the Midlands Arts Centre, Cannon Hill. 
Students may enrol either for the course as a whole or for the "Live Electro¬ 
nics" Weekend on its own. They are also encouraged to attend OdB's concert 
on Friday evening November 18th, at the Aston University Centre for the Arts 
as a useful preliminary to the course. 

This course will cover Electronic Music in as many aspects and as 
simply as possible In the time allowed: the physics of sound, aesthetics and 
philosophy, in elementary physical and acoustical aspects of sound will be 
given In three sessions (entitled The Structure of Sound) by Kenneth 
McFadyen of the Physics Department of the University of Birmingham; and 
the special weekend at the beginning of the Spring Term will be given by Tim 
Souster, Leverhulme Research Fellow in Electronic Music at Keele University 
and leader of the "live electronics" performing group OdB. 


THE FIRST GENERATION 

November 19/20 Introductory weekend (10.30 am — 4-15 pm both 
days) — The Classical Electronic Music Studio 1951-65 
Studio equipment and techniques; the pioneers of 
electronic composition The Structure of Souixl I end 
II. Relevant physical aspects of sound production and 
treatment presented in a readily understandable way. 

November 23 The New Cleieics I Simple musical analysis of electro¬ 

nic classics; new ways of listening to music. 


November 30 The Structure of Sound III 

The New Classics II 


December 7 Electronic Music and Instrumental Music New forms 

and techniques in electronic music which had a great 
influence on instrumental composition too. 


THE SECOND GENERATION 


December 14th 


January 7/8 


January 11,25 
and February 8 


Principles of Voltage-controlled Synthesisers (intro¬ 
duction) The VCS3 synthesiser will be demonstrated 
and students may 'have a go' for themselves. 

Voltage-6ontrolled Synthesisers and Live Electronics 
Tim Souster will speak about and demonstrate his ex¬ 
tensive experience in live electronics with Intermodu¬ 
lation and OdB. This weekend will give students op¬ 
portunity to work individually with the synthesisers. 

Composition with Synthesisers I, II, III These three 
sessions will be spent on a group composition utilising 
the new sounds and means of organisation which will 
have been discussed in earlier meetings. 


THE THIRD GENERATION 

February 22 and Computer Sound Synthesis 1,11 It will be possible to 

March 8 show students how sound Is produced by computers 

with Illustrations at the University of Birmingham 
Computer Centre, where a Music V programme will 
soon be available. 

March 22 Conclusions 

Selected books are provided by the Extramural Library for loan to*class mem¬ 
bers during the course. 

ENROLMENT You may enrol at the beginning of the introductory weekend, 
or in advance, by sending a cheque to the Dept, of Extramural Studies, c/o 
Birmingham and Midland Institute, Margaret Street, Birmingham B3 3BS 
(021 236 1449). ■ 















.^ARTS LAB PRESS 


Having overcome various 
technical difficulties, AR:ZAK 
is now fully operative at Gosta 
Green; the roar of the Press 
disturbing the peaceful Uni¬ 
versity village atmosphere. 

To celebrate our successful 
expedition from the wilds of 
Tower St., we will be producing 
a festival of publications over the 
next few months. These will In¬ 
clude STREETCOMIX 4 - this is 
our regular comix publication, con¬ 
sistently featuring the best of British 
talent, and which we always swear 
we'll never be able to afford again 
and each issue becomes bigger and 
more complex in defiance of us. No. 
4 will be 52 pp, A4 size, with a full 
colour cover and full colour 4 page 
strip by Hunt Emerson inside. It will 
cost a mere 60p. What a bargain I 
MOONCOMIX 2 — this was a 

pleasant surprise for us. .David Noon, 
the editor, and featured artist has 
been so pleased by the successful 
total sale of MOON COMIX 1 that he 
has compiled another whacky series 
of adventures for Gonk-Boy, accom¬ 
panied by a few strips by other con¬ 
temporary artists’. HEROINE 
COMIX —edited by Suzy Varty, will 


be women's comix drawn by women. 

Since there is, within the comix 
world, as in many others, no focal 
point for women artists, AR:ZAK 
Is attempting to redress the balance 
by dedicating a whole comic to their 
work. The compilation Is not quite 
finished so any contributions could 
still be included. If you are interes¬ 
ted, please send artwork to Suzy 
Varty, 9 Edgbaston Road, Balsall 
Heath, Birmingham B12. 

KEN PALMER — is a local photo¬ 
grapher who Is attempting to publish 
an anthology of his photography. 
ARiZAK is very interested in helping 
with this enterprise and an applica¬ 
tion will be made to West Midlands 
Arts. This is a new area for AR:ZAK 
and we would be interested to seel 
work from other photographers. 

FRAN LANDSMAN and SUSAN 
FEARN — Manuscripts from these 
two poets have been with us for some 
time. They are both exceptional 
craftswomen of very different 
perspectives and we are hoping for a 
favorable response from West Mid¬ 
lands Arts for subsidy in the near 
future. And finally as a tribute to a 
great artist and as part of an Arts Lab 
festival, we will be co-operatively 
publishing a magazine about 
COCTEAU featuring much hitherto 
unpublished material, including orig¬ 


inal stills from some of his films. 
Please see other parts of this pro¬ 
gramme for the rest of the details. 

Members are Invited to come to 
the Shop to look at our publications 
and to buy a few. Our print and de¬ 
sign service Is also flourishing as our 
list of clients expands weekly, and 
any enquiries should be directed to 
Martin Reading, Hunt Emerson or 
Paul Fisher at the above address or 
telephone number. 

EXCERPTS FROM 
FORTHCOMING PUBLI¬ 
CATIONS 

"I got off the bus and went into a 
small cafe and ordered two large 
plates of food and settled down In a 
corner. I had nothing like enough 
money to pay for the food. The 
food arrived after I had thought 
about the other six people who were 
scattered around the cafe In ones and 
twos. I pocketed most of the second 
plate and tucked into the first plate. 

I saw a waitress watching me. She 
turned away and I put a beefburger 
in my pocket. I glanced up to see her 
talking to a neat man, he nodded 
stiffly like a robot and glanced at me. 
Then he moved towards the tele- 
ophone and so the message travelled. 


I was full of food. I walked slowly 
over to the Gents aware of the robot 
watching me and moving in my direc¬ 
tion. I pushed the door open in a re¬ 
laxed way giving the approaching 
robot a passing glance. Once the 
door was between us I climbed out of 
a small window onto a fire escape. 

"Hey." The robot shouted as he 
entered the room behind me. I hit 
off down the metal steps, he was wri¬ 
thing through the window shouting 
mindless things, e.g. "Stop". 

The steps led into a dark alley, 
when I got there I was feeling like a 
superhero, out of breath and 
pursued. The robot was clattering 
down the steps. I rushed off down 
the alley falling against over-full dust 
bins. The planet was full of crap. 
They alley opened into a wide street 
a few people were walking around, I 
ran headlong Into a subway and kept 
running a long time after the robot 
had lost me. 

I sat down panting with a 
stomach ache and confused. 

There is still the night train to 
Tambazi". 

EXTRACT FROM THE NIGHT 
TRAIN TO TAMBAZr by GARY 
HOSTY appearing in 
STREETCOMIX 4 



Comic Strip by Ray Weiland appearing in STREETCOMIX * 4. 
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WALKING BACKWARDS 
(IRONBRIDGE, SHROPSHIRE) 

Caught in the black symmetry 
of its weary cage 
I thought it was resigned. 

Since '34 the yellow flood below 
was all its movement. 

No traffic ran above: 

only the historian, dismayed 

by failing structures or the lack of local care 

and Sunday afternooners like ourselves 

indolent or vigorous. 

Once on the other side, looking back 
we thought it was Jerusalem in the sun. 

We straggled upwards. 

They came towards us. 

We passed. 

How odd, I thought 
seeing the proof of children. 

I knew he was a dandy 

by his knife-sharp flares 

and the wild flora writhing on his shirt. 

Mondrian would be his sort of thing; 

I saw him quite at ease 

in chrome and leather, 

bent to accommodate his virile form 

sipping Smirnoff, reading Chekhov. 

She was never in the running: 
her boots ankle-sagged in sympathy. 

She'd never cooked a Sunday joint 
on Monday, or tended herbs or apple-pips 
for curiosity on a window sill. 

She looked as if she'd shun those magazines 
that tell you 40 ways to make your man 
more exciting In bed. 

Even the hairdresser never asked how she'd like it. 



My tall companion scoffed 
walking backwards 
to view their slow descent. 

Behind his head 

the sunlight burst between the trees 
like a clever photograph. 

SUSAN FEARN from NEWAR:ZAK ANTHOLOGY 

MAN EATER 

little Ms. Muffet 

sat on her tuffet 

eating her muesli and cream 

when there sat beside her 

was a man-eating spider 

so Ms. Muffet uttered a scream. 

cool it my dear 
you need have no fear 

said the spider who'd so rudely panicked her 
i only eat men 


Photograph by Ken Palmer 


of sexual adviser 

but then he discovered 
I really knew better 
he said. 

when I want your fucking advice i'll ask for it. 

FRAN LANDSMAN from NEW AR:ZAK ANTHOLOG Y 


R:ZAK 

Mail Order 


Committed Comix 


30p 

80)1; 

Kak Komix *2 


30p 

80)i 

Moon Comix (Few 1 

eft) 

40p 

$1 .OOk! 

Streetquomix (Few 

left) 

50d 

$1 .oo»; 

Pholk Comix 

5p 

20 ^ 

Streetcomix *4 


60p 

$1.00«! 

Moon Comix *2 
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The Arts Lab Shop at 11, Gosta Green, B'hatn 4 
also stocks a wide range of publications 
including The Leveller, Undercurrents, Wedge, 
Spare Rib, Women's Voice, Searchlight, Gay Left, 
Temporary Hoarding, and many more. 
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FILM EDITORIAL 





Response to the first We intend to secure a permanent includes all his major works 
programme at the Lab's new space for the magazine stall as as director and/or writer, 
cinema has been fairly en- soon as possible and In the Of the new French films, 
couraging. Both audiences and n^eantime we welcome your Jean-Charles Tacchella's 

membership have increased suggestions about the kind of charming comedy COUSIN, 
significantly and the majority service you would like to see COUSINE will no doubt prove 
of comments on the new Provided. to be the most popular. But, at 

facilities have been very as lecture/discussion least in my opinion, the best is 

favourable. But as Ted Little sessions are concerned, we shall Claude Miller's amazingly sharp 
points out in his general continue to arrange these around debut film THE BEST WAY 
editorial, it will be some time ^ particular season or film. A TO WALK. Miller, who has 
yet before all the facilities for lecture/seminar room equipped served a long apprenticeship 
the entire complex are fully showing film extracts will with Truffaut and many other 
operational and in the mean- c'^cntually be available for small leading directors, has made a 

time we must apologise for any 9 roups and hopefully this brilliant film about problems 

inconvenience or disappoint- ^^cility will encourage more of identity for young people 

ment. discussion on the cinema in and the painful legacies of 

Regarding cinema in Qeneral. childhood humiliation. Another 

particular, I p» -mised in the Turning to the present excellent and shamefully 
last programme to provide a P»' 09 ramme itself. It will be neglected French film dealing 

progress report on two areas that there is a heavy with adolescence is Jean 

which are often neglected concentration of French films. Eustache's MES PETITES 
completely or else seen as mere b®9in with there is the AMOUREUSES. Eustache, you 

adjuncts to the business of fi'ibute to Jean Cocteau which will remember, made the 

showing or viewing films. I am ^orms an important part of a monumental THE MOTHER 

referring to the magazine stall/ 9 eneral Lab event. Tony Rayns' AND THE WHORE. The new 

bookshop service and lecture/ account of Cocteau's cinema film, beautifully shot in colour 
discussion programme, both of appears on page 10 and 11 of by Nestor Almendros and 
which we consider to be of vital programme and additional running for a mere two hours, 
importance to our work In film, documentation, including longer is a much more immediately 
Unfortunately, both areas have on individual films, will attractive proposition. As it 

suffered somewhat from various made available before happens it turns out to be just 

problems relating to the move screenings. Cocteau's films as uncompromising as its 

and delays in building work. The Pi'csent very special problems of predecessor, if ultimately less 
magazine stall Is operating on a i^farpretation. Tony Rayns affecting. 

makeshift basis in the foyer at writes that "none of the usual The re-release in Britain of 
present, but at least we are ways of approaching movies Godard's PIERROT LE FOU, 
providing a service and a wide critically work with Cocteau's which remains many people's 
range of film journals, the ^'Inns" and goes on to outline favourite Godard movie, has 
majority of which are not various contradictions in- provided us with another 

readily available elsewhere In herent in his work. Our selection excuse to show his earlier 
Birmingham, are on sale Cocteau films must count as equally beautiful LE 

immediately before film one of the largest presented in MEPRIS (CONTEMPT). With 
performances on most evenings. Britain for some time and WEEKEND also showing. 


Godard is represented at his very 
best here. 

Two of the main attractions 
in this programme were among 
the outstanding success at this 
year's Cannes Film Festival. The 
Italian film PADRE, PADRONE 
(MY FATHER, MY MASTER) 
by the Taviani brothers won the 
main festival prize, while THE 
LACEMAKER, by the Swiss 
director Claude Goretta, was 
very warmly reviewed by British 
critics. We are particularly 
pleased to be able to present 
both films so soon after their 
London openings and it is to be 
hoped that more independent 
distributors will in future make 
every effort to circulate their 
best films as quickly as possible. 

Alain Tanner's THE MIDDLE 
OF THE WORLD has taken 
three years to reach Britain, 
though it was premiered at the 
Lab during the 1975 
Birmingham Film Festival. It 
returns now for a very brief 
run, but we hope to do full 
justice to Tanner's work in a 
retrospective season scheduled 
for early 1978. 

Finally, I would like to draw 
your attention to Birmingham 
Film Society's new season. 
Details of this year's programme 
can be found on page 28 and 
meetings will already have 
commenced at the Birmingham 
and Midland Institute by the 
time you receive this programme 

Peter Walsh. 
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Next stop Greenwich Villege 


October 17—21 


''Truffaut, in fact, seems to 
have cast himself as a mere super¬ 
artisan all the better to commem¬ 
orate the work of his fellow crafts¬ 
men and the tools of their trade. The 
problems of filming on 'Meet Pamela' 
(the inter-film) are eminently 
practical (footage spoiled at the 
labs, a constantly tightening 
schedule, insurance risks on a high- 
strung star) while the problems of 
creation are always at a remove, 
and viewed romantically, 

nostalgically. Ferrand (Truffaut) 
compares embarking on a new film 
to taking a stagecoach ride in the old 
West: one begins by hoping for a 
good journey, but soon settles for 
just reaching one's destination; when 
things are going well on the set, the 
director declares 'Cinema is king' and 
Truffaut puts together a joyous 
montage of the unit at work like a 
team of inspired alchemists; and 
when the problems begin to pile up, 
the director retreats for nourishment 
into an old dream; a small boy, in 
the dead of night, raiding a theatre 
for its stills of CITIZEN KANE. 
But the Cinema, and not its auteurs, 
is what DAY FOR NIGHT has set 
out to celebrate, and playing as much 
as ever on linguistically crossed lines 
between his multi-national cast and 
crew, Truffaut takes care to note the 
supra-national quality of the movies/' 

Richard Combs / MONTHLY FILM 
BULLETIN. 


Director: Paul Mazursky. 

U.S.A., 1975. 

Script: Paul Mazursky. 

Photography: Arthur Ornitz. 

Music: Bill Conti. 

Cast: Lenny Baker, Shelley Winters, 
Ellen Greene, Lois Smith, Christo¬ 
pher Walken, Dorl Brenner, Antionio 
Fargas. 

Colour. Certificate X. Ill minutes. 


"AMERICAN GRAFFITI 
revived a generation's coming of age 
in the early Sixties; Paul Mazursky's 
exhilarating new movie delves a 
decade deepr, to 1953, when the 
Rosenbergs were being executed and 
budding actors were hardly aware of 
Lee Strasberg. NEXT STOP, 
GREENWICH VILLAGE is an auto¬ 
biographical film in the Truffaut 
mould. Time has smoothed the 
everyday abrasions to a winsome 
blend of sophomore wit and 
fumbling sex; neither violence nor 
villainy prevail In this vanished world. 

"Lenny Baker plays Larry 
Lapinsky, who cheerfully migrates 
from Brooklyn to the Village in pur¬ 
suit of theatrical fame. He joins a 
circle of misfits and non-conformists, 
their whims and minor tragedies 
described with fondness by Mazur¬ 
sky. Of course it's obvious that 
Larry will never become a great actor 
(or a great lover, to judge by his 
tactless wooing of Ellen Greene's 
Sarah), but he Is so persistent, so 
dynamic, and so enchanted by each 
new sight and sound that he sweeps 
the audience along in his wake. 
Shelley Winters has her best, most 
affecting role In years as the opera 
loving mother, Christopher Walker 
is notable as the incipient sybarite 
Robert, but Lenny Baker captures 
the movie as he flits, bird-like, 
through the Village streets and 
quaintly mimics Brando's Kowal¬ 
ski on a subway platform. Maxur- 
sky's film may be past imperfect, 
but its warmth glows in a year of 
mostly violent cinema." 

Peter Cowie / INTERNA¬ 
TIONAL FILM GUIDE, 1977 

"A good warm spirit invigor¬ 
ates Paul Mazursky's comic observa¬ 
tion on the Greenwich Village ethos, 
as he evidently knew it himself in the 
1950s. In his writing of this movie 
and also in his direction, Mazursky 
has fused humour and sentiment to 
something very near perfection, 
avoiding the laboured phases that 
threatened to blight BOB AND 
CAROL AND TED AND ALICE 
and left one so depressed at the end 
of HARRY AND TONTO. By com¬ 
parison, NEXT STOP, GREENWICH 
VILLAGE zings along, lively and 
funny and palpably true to life. 
Although it deals in realistically 
difficult relationships, and brushes 
against tragedy, it is essentially a 
happy film, and one to be welcomed 
not only for the pleasure it affords 
but also for the skill and judgement 
that have gone into its making . . 

Gordon Gow /FILMS AND 

FILMING (March 1977) 


Day for Night 

October 19, 21—23 

Director: Francois Truffaut. 
France/Italy, 1973. 

Script: Francois Truffaut, Jean- 

Louis Richard, Suzanne Schiffman. 
Photography: Pierre William Glenn. 
Music: Georges Delerue. 

Cast: Jacqueline Bisset, Valentina 

Cortese, Jean-Pierre Aumont, Jean- 
Pierre Leaud, Dani, Alexandra 
Stewart, Francois Truffaut. 

Colour. English subtitles. 

Certificate AA. 116 minutes. 

Academy Award: Best Foreign 

Language Feature, 1974. 

"In his most relaxed film for some 
years, Truffaut has payed 
affectionate tribute to a profession 
that has clearly caused him some 
headaches but has in the main 
brought him stimulus and pleasure. 
DAY FOR NIGHT will delight 
anyone who has been involved with 
'show business', whether he be 
director, producer, technician, 
performer, or even critic. Truffaut 
himself plays a director shooting a 
new film in Nice. Problems 
proliferate by the day: one of his 
ageing stars (Valentina Cortese) 
forgets her lines and suffers from 
emotional tantrums; a cat lefuses to 
stroll into a scene as instructed; 


another actress (Alexandra Stewart) 
announces her pregnancy and 
imminent distension; the romantic 
lead (Jean-Pierre Leaud) falls 
precipitately in love with the 
English starlet (Jacqueline Bisset) 
who arrives in Nice with her husband; 
and finally the leading actor (Jean- 
Pierre Aumont) is killed in a car 
crash. 

"Deftly, and with barely a trace of 
self-indulgence, Truffaut shows how 
improvisation is the lifebelt of the 
cinema: a director must be simultan¬ 
eously counsellor, dictator, and 
businessman. It is impossible to 
follow the plot of the film-within- 
a-film, but this is deliberate, for a 
movie is shot out of sequence and 
with an attention to detail that might 
appear pedantic to the outsider. Only 
in the cutting room (a phrase 
Truffaut Ignores, regrettably) do the 
true contours of the film emerge. 
But DAY FOR NIGHT, unlike 
PERSONA and EVERYTHING FOR 
SALE, is not a meditation or a 
speculation on the significance of 
cinematic art; it is simply a 
convincing, witty, and immensely 
sympathetic survey of the hundred 
and one practical problems that a 
film-maker must solve if he is to 
realise his dream and retain his 
sanity". 

Peter Cowie / INTERNATIONAL 
FILM GUIDE 1974. 
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COCTEAUl CINEMA 


An appreciation 
of Cocteau's films 



Jean Cocteau delighted in 
presenting himself as an enigma. It 
was an image that he established and 
maintained with no difficulty. He 
was a resolutely 20th century artist, 
in some respects even an avant- 
gardist, and yet he insisted on a 
conservative, 19th century view of 
the artist's role in society. He drew 
time and again on classical themes 
and stories, but filtered them always 
through an ultra romantic sensibility. 
He claimed that "an artist always 
paints his own self-portrait", and 
spoke of his films and plays as a kind 
of striptease in which he finally 
revealed his soul naked, but he 
constantly veered away from 
objective truths towards allegories 
and obscurities, and stressed their 
meaning was as opaque to him as to 
anyone else. He wasn't very 
interested in conventional 
communication with an audience, 
but tried to foster a kind of audience 
empathy, and said that he considered 
his audiences to be friends. 


The point is that none of the 
usual ways of approaching movies 
critically works with Cocteau's films. 
The movies could be thought of as 
examples of "hesitant auto¬ 
biography": parts of them are 
explicitly autobiographical, and 
cannot be fully grasped without some 
knowledge of Cocteau's life and 
obsessions, while other parts are 
fictional to the point where they 
seem almost entirely impersonal. This 
is already a clear problem in 
Cocteau's first film THE BLOOD 
OF A POET, which Cocteau 
specifically introduces as a 
"subjective" statement about "the 
artist". The poet in the film is 
obviously intended to represent 
Cocteau; he draws Cocteau drawings, 
shares Cocteau fetishes (opium, for 
example) and is haunted by Cocteau 
memories (the snowball fight outside 
the Lycee Condorcet, which also 
appears in LES ENFANTS 
TERRIBLES). But he isn't Cocteau. 
He doesn't look or behave like 


TESTAMENT D'ORPHEE 



Cocteau, and the author in fact 
delights in devising traps for the 
character from which he can't 
escape. Cocteau in fact didn't "dare" 
to play himself on the screen until 
his final film,THE TESTAMENT OF 
ORPHEE, a curious remake of 
BLOOD OF A POET, which 
certainly comes much closer to a 
confessional tone than any of the 
earlier films. 

Cocteau's evasiveness is partly a 
matter of showmanship. All his 
films are "brilliantly" entertaining, 
often in quite different ways: 
L'AIGLE A DEUX TETES and LA 
BELLE ET LA BETE both bring a 
kind of panache to romantic 
melodrama that the genre hadn't 
seen in years, ORPHEE is possibly 
the best of all post-war resistance 
thrillers, and BLOOD OF A POET is 
a showcase for its virtuoso special 
effects. 

But when all Cocteau's films 
are seen together, this evasiveness 
reveals a more intriguing face. Take 
the sequence of the snowball fight 
in THE BLOOD OF A POET. A 
schoolboy is hit by a snowball 
thrown by another pupil called 
Dargelos, and is struck down as 
if the ball had been marble. This 


incident recurs often in Cocteau's 
work: it's in the novel of LES 
ENFANTS TERRIBLES (and, of 
course, in Melville's film adaptation), 
but it's also discussed in the book 
OPIUM, and referred to in several 
poems. For the author, it seems to 
represent a "poetic statement" about 
feeling masochistically attracted to 
another boy: the love object throws 
a snowball, and it strikes the heart. 
This interpretation is fairly explicit in 
THE BLOOD OF A POET, where 
it's strengthened by the generally 
homosexual ambiance. But Cocteau 
is content to leave the question 
open whenever it comes up; in no 
version of the story is it adequately 
resolved. 

If Cocteau evaded any direct 
examination of his own homo¬ 
sexuality in his work, he also refused 
to face up to questions about 
narcissism, moral responsibility and 
emotional honesty. That isn't 
unusual for a film maker, of course, 
but Cocteau's work is probably 
unique in directing attention to such 
themes and then managing to side¬ 
track them at the last moment. It 
may well be the case that this 
evasiveness, this sense of nearly-but- 
not-quite confronting one's own 
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COaEAU 


Born in Paris 5th July 1889. 
Launched himself precociously into 
"artistic society" in 1906, by 
organising a celebrated poetry 
evening in a Paris theatre; he 
remained a friend and confidente of 
Europe's art elite (Picasso, 
Apollinaire, Gide, Stravinsky, 
Diaghilev, Genet and many others) 
for the rest of his life. Served on the 
Front in 1915 as a volunteer 
timbulance man, an experience that 
inspired THOMAS THE IMPOSTER. 
Became an opium addict in 1924, 
and underwent the first of several 
disintoxication cures the following 
year. Published extensively; novels 
(from 1923), Folios of Drawings 


(from 1925) Collections of Essays 
(from 1926), Plays and Volumes of 
Poetry (from 1927). He began 
making films In 1930. He was not 
only multi-talented, but also 
extremely prolific; only a small part 
of his writing is available in 
translation, but enough to give some 
idea of the range. In later life, a long 
standing flirtation with Catholicism 
resolved into the kind of faith. There 
IS one example of this religious mural 
work to be seen in this country; the 
"Annunciation/Passion/Resur¬ 
rection" Triptych in the French 
Church (Notre Dame De France) in 
Leicester Place, London. 


Orphee 

October 23 ;24,25,27,28,29 

Director: Jean Cocteau. 

France, 1950. 

Script: Jean Cocteau. 

Photography: N ;olas Hayer. 

Music: Georges Auric. 

Cast: Jean Marais, Maria Casares, 

Marie Dea, Francois Perier, Henri 
Cremieux, Juliette Greco. 

Black and white. English subtitles. 
Certificate A. 95 minutes. 

One of the cinema's greatest 
fantasies, Cocteau's very personal 
interpretation of the Orpheus 
myth caused much critical 
controversy. But it extended the 
, frontiers of the cinema and 
pioneered special effects which even 
Hollywood would later incorporate 
into Its standard repertoire. 

"It is, in fact, no exaggeration 
to say that ORPHEE, as well as being 
the most complete and successful 
achievement of Cocteau in the 
cinema, is a film as revolutionary 
today, as was, for instance, 
CALIGARI in its time. And it has 
the advantage over CALIGARI, in its 
departure from the real, that it does 
not succumb to theatre conventions.. 
ORPHEE reasserts a romantic mood 
at an unfashionable moment. It 
reasserts wonder, ritual, the power 
of illusion and magic, reinterpreting 
them in a contemporary setting 
which brings the myth closer , gives 
it a disturbing edge of reality. The 
film IS finely photographed by 
Nicholas Hayer, the trickwork 
refined and convincing, and 
beautifully acted, especially by Maria 
Casares". 

GA VIN LAMBERT 

La Belle et 
la Bete 

October 23-25, 27-29 

Director: Jean Cocteau. 

France, 1945. 

Script: Jean Cocteau. Based on the 
fairy tale by Madame Leprince. 
Photography: Henri Alekan. 

Music: Georges Auric. 

Cast: Jean Marais, Josette Day, 

Marcel Andre, Mila Parely, Michel 
Auclair. 

Black and white. English subtitles. 
Certificate A. 96 minutes. 

LA BELLE ET LA BETE is 
Cocteau's adaptation of the famous 
French fairy tale by Madame 
Leprince de Beaumont which tells 
of the courage of the beautiful 
young Belle who sacrifices herself 
in her father's place after he has 
enraged the powerful Beast by 
plucking a magic rose from his 
garden. 


secrets, is the mainspring of 
Cocteau's appeal to his audience. 

Whatever the reason, the films 
do have a strong appeal, and 
command the kind of loyalty that is 
extraordinary when you consider 
their very disparate aims and 
achievements. Cocteau was fortunate 
that others who adpated his work, 
like Serge de Poligny (LE BARON 
FANTOME), Georges Franju 
(THOMAS THE IMPOSTER) and 
Jean Pierre Melville (LES ENFANTS 
TERRIBLES) respected his blend 
of sublim’''*at'^d fact and neo¬ 
romantic fr.nion. Cocteau's vision 
stretches beyond his own films, 
plays and writings, and the more 
responsive chords strike in others, 
the closer he comes to his ideal of 
an audience of friends. 

TONY RA YNS 


Josette Day (La 
Marais (La bete) 


belle) and Jean 
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"LE BARON FANTOME is Serge de 
Poligny's splendid 1943 film of a 
Jean Cocteau screenplay about two 
girls who live in the shadow of a 
mouldering castle - one is the 
daughter of the Countess who has 
inherited it, the other the daughter's 


November 9 & 15 


(Members Only) 


Director: Jean Cocteau. 
France, 1948. 

Script: Jean Cocteau. 
Photography: Michel Kelber. 
Music: Georges Auric. 


THtj t^AULt: .HAb TWO HEAD. 


"The merits of LA BELLE ET 
LA BETE hardly depend on its literal 
plot. Cocteau's film, made from the 
classic French fairy tale, is a pure 
re-creation, in which he resolves to 
rely on Incessant invention, lynxlike 
attention to the existence of lovely 
Images: their movements and their 
identities whether those of persons, 
animal or thing. Courtliness is very 
much a part of the 'fable' of LA 
belle ET LA BETE; it is. In fact, 
the very essence of its symbolism. 
This noble account of female 
innocence, for which the father 
and the lover become merged into a 
beastlike, partly threatening, partly 
promising, physical presence, only to 
be turned, as suddenly as in a dream, 
into the lover's ideal image (the 
Prince), is something which everyone, 
young and old, grasp Intuitively. 
Cocteau's art, avoiding vulgarity, 
naturally makes a certain demand 
upon movie-goers in general. To 
honour his film, properly to enjoy 
its refined moral portent, one must 
be an initiate in the forms of poetry 
as these are universalized in myth". 

Parker Tyler /CLASSICS OF THE 
FOREIGN FILM, 


companion — and whose lives and 
loves are shaped by the castle's 
mysterious history. The film begins 
as a full-blown Gothic fantasia, with 
cobwebbed walls, decaying Barons 
and an air of miasmic spidery evil. 
But 'ten years pass' and romance 
takes over: Cocteau playing some 
fetching and ingenious variations on 
the old theme of mismatched lovers 
— the low-born girl loves the hand¬ 
some young officer, the well-born 
girl loves the local peasant boy. 
The peasant boy, of course, turns 
out to be none other than the son of 

. but no, you must go and see for 

yourselves". 

Nigel Andrews / THE FINANCIAL 
TIMES 


The Eagle 
has two 

Heads November 2 

(Members Only) 


Cast: Jean Marais, Yvonne de Bray, 
Gabrielle Dorziat, Marcel Andre, 
Josette Day. 

Black and white. English subtitles. 
90 minutes (approximately). 

I must admit that, cinematically 
speaking, LES PARENTS 

TERRIBLES is my biggest 
achievement. In that film, as Barres 
would say, I really looped the loop. I 
had set out to do three things: 
firstly, record the acting of an in¬ 
comparable cast; secondly, to walk 
among them and look them straight 
in the face; thirdly, peep through the 
key-hole and catch my wild animals 
unawares with my tele-lens". 

JEAN COCTEAU 


Testament 
of Orphee 


the TESTAMENT OF ORPHEE 

(Members Only) 

Director: Jean Cocteau. 

France, 1960. 

Script: Jean Cocteau. 

Photography: Roland Pontoiseau. 
Cast: Jean Cocteau, Edouard 

Dermit, Henri Cremieux, Jean-Pierre 
Leaud, Francois Perier, Yul Brynner. 
Black and White. English subtitles. 
83 minutes. 


Le Baron 
Fantome 

October 26 (Members Only) 

Director: Serge de Poligny. 

France, 1943. 

Script: Serge de Poligny. 

Dialogue: Jean Cocteau. 

Photography: Roger Hubert. 

Music: Louis Beydts. 

Cast: Jany Holt, Odette Joyeux, 

Alain Cuny, Gabrielle Dorziat, Jean 
Cocteau. 

Black and white. English subtitles. 
90 minutes (cut fronj 100). 

The rarely seen LE BARON 
FANTOME, which has only recently 
surfaced in Britain, turns out to be a 
sadly underrated gem. As Tom Milne 
noted in his M.F.B. (March 1977) 
review of- this delightful discovery, 
"One has become so used to seeing 
LE BARON FANTOME passed over 
In silence that it comes as a surprise 
to find it not unlike a preliminary 
sketch for LA BELLE ET LA 
BETTE. Somewhere between LE 
SANG D'UNE POET and LA BELLE 
ET LA BETTE, Cocteau undoubt¬ 
edly learned to make films for adult 
children rather than childish adults, 
and one had always assumed that it 
was through his collaboration on 
L'ETERNEL RETOUR that he did 
so. Now It seems more likely that it 
was through LE BARON 
FANTOME." 


(L'AIGLE A DEUX TETES) 

Director: Jean Cocteau. 

France, 1947. 

Script: Jean Cocteau, based on his 
play. 

Photography: Christian Matras. 
Music: Georges Auric. 

Cast: Edwige Feuilliere, Jean Marais, 
Sylvia Montfort, Jean Debucourt, 
Jacques Varennes. 

Black and white. English subtitles. 
Certificate A. 93 minutes. 

Based on Cocteau's own stage play, 
THE EAGLE HAS TWO HEADS 
tells of a mythical queen In a corrupt 
country who falls in love with an 
anarchist poet sent to assassinate 
her. 

"This strange story of a young 
queen's three love affairs — with her 
dead husband's ghost, with a poet 
who comes to assassinate her, and 
with death - is told here In darkly 
baroque surroundings, and like the 
fairy-tale it is, seems poised In 
space, folating in a mystery 
beautiful and insubstantial. The 
principal parts are played with 
extreme virtuosity, and I can 
remember nothing more lovely, more 
dignified or more absorbing than 
Mile. Feulllere. 

THE SPECTATOR 

Les Parents 
Terribles 











Cocteau's last film is a deeply 
personal work that requires at least 
some familiarity with the artist's 
lifelong preoccupations to be 
properly appreciated. Cocteau 
himself plays the central role of 
'The Poet' and Cegeste, the poet of 
ORPHEE, returns to guide him 
through a dream world in search 
of enigmas. 

"It's a wry, self-conscious re¬ 
examination of a lifetime's 
obsessions, with Cocteau's playing 
himself at the centre of the 
mythology : he created. Nothing 

about the film is in the least 
seductive except for its fundamental 
openess; the tone veers between 
gentle irony and low-key pessimism. 
Cocteay's admirers will probably 
find it very moving" 

Tony Ray ns / TIME OUT 


(Members Only) 

of a Poet 

th ru'.:TAl-^l‘'NT 

■ F nppHEF 

November 12, 13 

Director: Jean Cocteau. 

France, 1930. 

Script: Jean Cocteau. 

Photography: Georges Perinal, 

Preben Engberg. 

Music: Georges Auric, played by the 



Flament Orchestra. 

Cast: Enrico Rivero, Lee Miller, Jear 
Desbordes, Feral Benga. 

Black and white. English subtitles. 
53 minutes. (16mm). 

Cocteau described this first feature as 
the playing with one finger of a 
theme that he orchestrated in 
ORPHEE twenty years later. That 
puts it fairly enough: the movie has 
an avant-garde roughness and un¬ 
predictability in its construction 
and use of symbols, but it's 
fundamentally a very characteristic, 
neo-Romantic study of the joys and 
agonies of being an artist 

The film is constructed as a suite of 
imaginary events and transfor¬ 
mations, many of them clearly auto- 
biolgraphical in origin, which are so 
elaborately self-referential that they 
effortlessly achieve the status of 
"enigma" that Cocteau claims for 
them. There are no symbols; 
symbolism is predicated on 
consistent reference to external 
realities, and such reference is as 
rigorously as possible excluded. 
Instead, there are what Cocteau 
calls "allegories": images, events and 
intire scenes centred on a set of 
fairly well-defined motifs, with a 
constant inner 'logic' of their own, 
whose precise meaning remains as 
obscure to their author as to any 
viewer. If there is a 'way in' to the 
film, it is doubtless through these 
motifs, some of which are certainly 
richly suggestive. 

TONY RAYNS. 



13 


1^ g ^ November 13—15 

infants 

Terrible 

Director: Jean-Pierre Melville. 

France, 1950. 

Script and narration: Jean Cocteau. 
Based on his own novel. 

Photography: Henri Decae. 

Music: Vivaldi, Bach. 

Cast: Nicole Stephane, Edouard 

Dermit, Renee Cosima, Jacques 
Bernard. 

Black and white. English subtitles. 
Certificate X. 105 minutes. 

"One of Cocteau's most satisfying 
contributions to the cinema, largely 


because of Melville's lucid inter¬ 
pretation of the writer's poetic 
vision. Essence and myth lie at the 
centre of Cocteau's story of a young 
sister (a startling performance from 
Nicole Stephane) and brother who 
retreat into their private world to 
play out their erotically charged 
games. It is easv to see why the film 
was so influential with subsequent 
French film-makers, especially in the 
way that it anticipates the self¬ 
obsessiveness of an adolescent culture 
that grew up in the Fifties. How 

Melville achieved its lightness of 
touch — a quality much admired 
by Cocteau — remains a small 
mystery, given Cocteau's constant 
interference and a wooden male 
lead (Cocteau's protege, not 
Melville's choice)" 

TIME OUT 


Thomas L'Imposteur 


November 16 

Director: Georges Franju. 

France, 1964. 

Script: Jean Cocteau, Michel Worms, 
Georges Franju. 

Based on the novel by Jean Cocteau. 
Dialogue: Jean Cocteau, Raphael 

Cluzel. 

Photography: Marcel Fradetal. 

Music: Georges Auric. 

Cast: Emmanuele RIva, Fabrice 

Rouleau, Jean Servais. 

Black and white. English subtitles. 
Certificate A. 

L'Eternel 

Retour 

November 9 (Members Only) 

Director: Jean Delannoy. 

France, 1943. 

Script and dialogue: Jean Cocteau. 
Photography: Roger Hubert. 

Music: Georges Auric. 

Cast: Jean Marias, Madeleine 

Sologne, Jean Murat, Pieral, 
Alexandre Rignault, Junie Astor. 
Black and white. French dialogue. 
No subtitles. 120 minutes (approx.) 

Cocteau's modern-dress manipulation 
of the Tristan and Isolde legend is 
faultless - the dwarf, the 
"poisoned" cocktail, the estaminet 
brawl, the castle, the launch chug- 
chugging across the lake with its 
white scarf - these are the triumphs. 
Cocteau sets out to achieve a 
fantastic balance, with billiard cues, 
Hellenic torsos, paper mache shields, 
a live horse, all perched one on 
another, and the result is a miracle 
of lightness and order. 

WILLIAM WHITEBAIT (N.E.T. 
programme, Oct-Dec 1966). 


Realising he would never get around 
to filming it himself, Jean Cocteau 
handed over to Franju the rights to 
his novel, characteristically adding 
that he would rather be betrayed by 
Franju than by anyone else. But the 
film does both men proud. 
Beautifully photogiaphed with 
Franju's usual eye for the extravagent 
image, charmingly scored by Georges 
Auric, THOMAS L'IMPOSTEUR is 
set in the confused phantasmagoria 
of World War I where fact and 
fication were painfully intermingled: 
the Princess's ballroom, the trenches 
of the Northern Front — these are 
two poles between which Thomas 
plays out his short happy life. 

Richard Roud. 



LE BAROE FANTOME 
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The best wey to welk 


30 October I November, 
November 3—5 

Director: Claude Miller .France, 1975 
Script; Claude Miller, Luc Beraud 
Photography; Brune Nuytten 
Music: Alain Jomy 
Cast: Patrick Dewaere Patrick 

Bouchitey, Christine Pascal, Claude 
Pieplu. 

Colour. English Subtitles. 

Certificate X. 86 minutes. 

A truly outstanding first 
feature by Claude Miller, former 
assistant to Francois Truffaut. The 
original title, LA MEILLEURE 
FACON DE MARCHER, should per¬ 
haps be read to mean, "The best way 
to get along" and comes from an old 
French Army marching song heard 
during the course of the film, which 
is set in a summer camp for boys in 
1960. The excellent script, by Mil¬ 
ler and Luc Beraud, traces the evo¬ 
lution of an unfortunate, humiliating 
and sexually ambiguous personality 
clash between two young men 
employed as camp counsellors the 
brusque, athletic outgoing Marc (Pat 
rick Dewaere, a popular young 
French actor) and the shy, intellec 
tual, retiring, Philippe (Patrick Bou 
chitey, a new and very attractive 
talent^ 

Using tfie metaphor suggested 
by the title, and brilliantly augmen 
ting his themes in tiny details. Miller 
depicts a relationship that starts off 
on the wrong foot and intensifies in 
awkwardness and misunderstanding, 
due to the suspicious hostility of one 
character and the apologetic embar 
rassment of the other. 

The trouble begins when a 
thunderstorm cuts out the electric 
ity supply. Marc, hunting for enough 
candles to continue a card game with 
some other counsellors, barges into 
Philippe's room at a most inoppoi 
tune time. Weari. ^ rouge, mascara 
and a frilly red dress, Philippe is dis¬ 
covered redhanded, so to speak, in 
a little "mad moment" of erotic 
fantasy. In the aftermath Philippe 
feels driven to seek assurances from 
Mark that his secret will not be re¬ 
vealed - an effort that inspires Marc 
to treat him with a smoldering ironic 
contempt that eventually provokes 
a climatic confrontation. 

Neither antagonist is con¬ 
ceived as homosexual, but there are 


The phantom 

October 26, 28 30 

France, 1974. 

Director; Luis Bunuel. 

Script: Luis Bunuel, Jean-Ciaude 

Carriere. 

Photography: Edmond Richard 

Cast: Jean-Claude Briarly, Monica 
Vitti, Michel Piccoli, Claude Pieplu, 
Michel Lonsdale. 

Colour English Subtitles. Certificate 
X. 104 minutes. 


homosexual undercurrents in the 
conflicts which surface occasionally. 
It becomes apparent, for example, 
that Marc is actually drawn to Phil¬ 
ippe and this sexual attraction so 
threatens his masculinity that he is 
terrorized by it and retaliates by 
torturing Philippe. The relationship 
is further complicated by the appear¬ 
ance of Chantal (Christine Pascal), 
Philippe's girlfriend, who at first 
provides him with an alabi and later 
becomes an ally in his bothersome 
confrontations with Marc. 

Miller's treatment of this com¬ 
plex relationship is astonishingly as¬ 
sured and all the more remarkable 
in that it is at once very subtle, yet 
also extremely tough. His magnifi 
cent first film reveals a great sensi¬ 
tivity to psycho-sexual tensions and 
also hints at the class antagonisms in¬ 
forming the characters' actions. It 
also has the advantage of strong natu¬ 
ral performances and some delightful 
humour. Highly recommended. 

"Humiliation, as Claude Miller 
has pointed out, specifically referring 
to Bergman's sense of the term, is the 
mainspring of LA MEILLEURE 
FACON DE MARCHER; and with 
Truffaut finally opting uncondition¬ 
ally in L'ARGENT DE POCHE for 
the facile sentimentality that has in¬ 
creasingly dogged his work. Miller, 
his assistant for over eight films, has 
taken up the baton with a brilliantly 
perceptive account of the troubled 
legacies attendant upon childhood 
miseries. In a brief pre-credits scene, 
two small boys are seen practicing 
standing on their heads. One suc¬ 
ceeds, one falls over, and this is the 
theme of the film: the social necessi¬ 
ty of acquiring sufficient skills to 
maintain a balance . . . Remarkably 
assured for a first film in finding its 
way about its complex themes, LA 
MEILLEURE FACON DE 
MARCHER is also wonderfully fun¬ 
ny in its observation of the life of 
the camp and the quiddities of 
human behaviour in a oneupmanship 
situation, with at least one major 
comic set-piece (the running gag 
about the pompous director, superb¬ 
ly played by Claude Pieplu, and the 
dismaying contents of the Suggestion 
Box that is his proud contribution to 
progress and togetherness in the 
camp)", 

Tom Milne/MONTHLY FILM 
BULLETIN (July, 1977} 


of liberty 


Bunuel's brilliant companion 
piece to DISCREET CHARM OF 

THE BOURGEOISIE, even more 

daring and unsettling its use of the 

same technique of interrupted narra 
tive. To explain how the film works 
would unfortunately require a de¬ 

tailed account of the action, and that 
would only spoil the viewer's enjoy 
ment in discovering it for himself. 
Without disclosing any details, Verina 
Glaessner has described Bunuel's mas 



Patrick Deware (left) and Patrick Bouchitey as Marc and Philippe, 
the centra! characters in THE BEST WA Y TO WALK 


Rafferty 

and the Gold Dust Twins 


November 2, 4^ 

USA, 1975. 

Director: Dick Richards. 

Script: John Kaye. 

Photography: Ralph Woolsey. 

Music: Artie Butler. 

Cast: Alan Arkm, Sally Kellerman, 
Mackenzie Phillips, Alex Rocco, 
Charles Martin Smith, Harry Dean 
Stanton. 

Colour/Scope. Certificate X. 

91 Minutes. 

Dick Richards' 'lost' film, which 
was made between THE CULPEP¬ 
PER CATTLE COMPANY and 
farewell, my LOVELY^ has at 
last surfaced in Britain, but only to 
be released here as a second feature. 
It deserves a lot better, since it con¬ 
firms Richards' talent 

"Much the most entertaining new 
film this week is, not for the first 
time, the one for which they're going 
to bang the publicity drum least: 
Dick Richards' RAFFERTY AND 
THE GOLD DUST TWINS 

"No film starring Alan Arkin, of 
course, can be entirely without inter¬ 
est. And RAFFERTY, though it is 
hardly a world-beater, isn't an excep¬ 
tion. Now in his forties, Arkin seems 
content to be the archetypal vision 
of rueful menopausal man, a cherish- 
able repository of sagging arches and 
fallen hopes. Rafferty is a hangdog 
ex-Marine, first glimpsed slithe'ing 
gently off his chair at a boozy vete¬ 
rans' reunion and later very funnily 
observed as a test driver in LA, 
putting an ageing black lady through 
her destructive paces. 

"Soon, slurping bourbon in the 
park, in order to forget the experi 


ence, he is picked upon by two 
strange girls, the younger of whom 
eventually puts a gun to his head and 
tells him to drive his beat-up old 
banger to New Orleans. This one is 
Frisbee, a 15 year old orphan (Mac¬ 
kenzie Phillips) whose only helpmate 
is the sexy Big Mac (Sally Keller¬ 
man). The trio's adventures on the 
road to Las Vegas and thence to Ariz¬ 
ona give Richards a chance to prove 
what he's always promised since 
THE CULPEPPER CATTLE COM¬ 
PANY. Namely that he has few su¬ 
periors as an impressionistic painter 
of America the wrong side of the 
trac ks. 

"What I like about the film, apart 
from three very good performances, 
is that the director's hard-nose cynic¬ 
ism about this life is matched by a 
real sympathy with the determined 
odd-balls it throws up. The detail 
included in several almost throw¬ 
away portraits is stunning — the 
smalltime hustler in Vegas who takes 
them to dinner before setting fire to 
the restaurant in order to avoid 
paying the bill, the one-legged Viet 
Nam veteran in a cowboy hot-spot, 
the gormless young serviceman she 
cons in a downtown motel. 

"The film's authentic-looking lo¬ 
cation work is a help, too. So much 
so, in fact, that when we come to the 
end we've hardly noticed what a 
slight story it is, and how nearly it 
has drifted into nothing. RAFFER¬ 
TY AND THE GOLD DUST TWINS 
is a small gem, and I sincerely hope 
you don't miss it. It's a slice of 
America seen through the eyes of 
one who clearly knows and cares." 


terpiece as "A senes of interlinked 
tales that points up human absurdi¬ 
ties and playfully toys with the con¬ 
ventions of narrative cinema, consign¬ 
ing us from one situation to the next, 
only to whip the rug out from under 
our feet, leaving us at the mercy of a 
joke of cosmic and grandly unsettling 
proportions." TIME OUT 


"The true greatness of the film 
resides in the fact that it is not imme¬ 
diately understandable; it is an 
object for meditation. On the other 
hand, it is immediately enjoyable, 
two things that don't often go 
together." 

Richard Roud / THE GUARDIAN 
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November 10—12 



The MIDDLE OF THE WORLD: 
Olimpia Carlisi(Adrian^ and Philippe 
Leotard (standing as Paul, the man 
v\/ith political ambitions. 


Director: Alain Tanner. 

Switzerland/France, 1974. 

Script: Alain Tanner, John Berger. 
Photography: Renato Berta. 

Music: Patrick Moraz. 

Cast: Olimpia Carlisi, Philippe 

Leotard, Juliet Berto, Denise Perron, 
Jacques Denis. 

Colour. English subtitles. 

Certificate X. 117 minutes. 

Swiss director Alain Tanner first 
came to wide attention with LA 
SALAMANDRE, in 1972, and has 
since established a reputation as 
being one of the most important 
and accessible of the radical 
European directors. His 1974 film 
LE MILIEU DU MONDE (The 
Middle of the World) was previewed 
at the Lab during last year's Film 
Festival, but has only recently been 
acquired for British distribution. 

Like LA SALAMANDRE, the 
present film was made in close 
collaboration with the English-born 
critic John Berger, who has pursued 
a Marxist approach to the graphic 
arts in books such as Art and 
Revolution. Both Tanner and Berger 
share an interest in what one critic 
described as "the theoretical and 
schematic". As responsible and 
politically committed artists, they 
have attempted, in their film-making 
practice, to portray the plight of the 
individual In a capitalist society 
riddled with contradictions; and, 
moreover, to devise a form of 
cinema that calls attention ot its 
own ideological operations. 

To many, such a strongly 
theoretical approach may sound 
like a recipe for pretty boring 
cinema. In fact, though, Tanner's 
very genuine human concern, 
combined with his marvellous 
sense of humour (best demon¬ 
strated in LA SALAMANDRE), 
encourage a most active and 
rewarding engagement. 

LE MILIEU DU MONDE is 



perhaps his most ambitious and 
challenging work to date. Not 
only is it his first venture on a 
commercial budget (costing two or 
three times more than his earlier 
films), but its apparently simple 
structure and plot — designed, in 
Tanner's words, "to try and take 
away the veils between the eyes 
of the spectators and the life on the 
screen" — demand a great deal of 
attention from audiences who are 
accustomed to being "led by the nose 
like a sleep-walker from the first 
scene to the last", as Tanner himself 
has observed. 

LE MILIEU DU MONDE is also 
especially interesting in that it's 
Tanner's most detailed comment on 
male/female sexual relationships, and 
is another magnificent demonstration 
of his keenly-held belief that women 
must play a pivotal role in instigating 
change. 

Set in a small Swiss town near the 
French border, an area which is 
referred to as 'the middle of the 
world', it tells the love story of Paul 
(Philippe Leotard), a successful 
engineer and local political candidate 
for a conservative party, and Adriana 
(Olimpia Carlisi), a young Italian 
widow who works as a waitress in 
the local railway cafe. Paul is 
married, ambitious, pleasant. He 
meets Adriana by chance and falls 
in love with her. She is more 
reluctant, sombre — a resolute and 
independent-minded woman, but 
certainly not a conscious feminist. 
She gradually relents and accepts 
his love and love-making. This leads 
to the usual small-town gossip; Paul 
loses his election, his wife leaves him, 
but he wants to continue his life with 
Adriana. 

"Among the film's many virtues 
is the tranquil build-up to passion. 
The engineer is reserved, almost 
stolid. He and the waitress become 
acquantied on country walks, where 
they don't touch; he dispenses bits of 
information about the Doppler 
effect, or how to get rabbits to nurse 
their young. Then, his excitement 
becomes exciting, and the urgency of 
their intimacy produces some of the 
more erotic scenes I've seen of late — 
even though they are briskly edited. 
At moments, the film suddenly cuts 
from wintery Switzerland to shots 
of yellow summer fields — which 
appear to be images from this 
couple's happiness in bed. Mean¬ 
while, the woman — who is gentle, 
earthy, affectionate — wonders if 
they will change each other while 
he pressures her to quit her job and 
to leave the room she lives in (which 
appals him by its simplicity). 

"His colleagues remark that 'she 
has him in a trance', that 'He's lost 
his mind'. He is boyish and playful 
when they are together, while she 
grows more remote — mutely 
rejecting the materialist life and the 
swank technology that he cherishes. 
Throughout, the movie stresses the 
concept of 'normalixation' — 
whereby contact between the 
economic classes or countries such as 
the United States and the Soviet 
Union, or the sexes, is acceptable 
'as long as nothing changes' in the 
power structure. 

the new YORK TIMES _ 












ARTS LAB EVENTS 


OCTOBER 17- 
DECEMBER 31 


■ Mon 17 

October [ 

Next Stop, Greenwich Village (X) 6.30 & 8.40■ 

■ Tue 18 

Next Stop, Greenwich Village (X) 6.30 & 8.40■ 

■ Wed 19 

Day For Night (AAJ 3.00 ■ 

Next Stop, Greenwich Village (X) 6.30 & 8.40 ■ 

iThu 20 

Next Stop, Greenwich Village (X) 6.30 & 8.40 I 

1 Fri 21 

Next Stop Greenwich Village (X) 6.30 & 8.40 I 
Day For Night (AA) 11.00 ■- 

Exhibition: Jean Cocteau. In the Holt Street I 
Gallery, Open Mon-Sat 1.00—8.00 p.m. I 

Admission Free. Runs until Nov. 17th. ■ 

Isat 22 

Day For Night (A/V) 4.00 & 11.00 L 

Next Stop, Greenwich Village (X) 6.30 & 8.40 ■ 

ISun 23 

Day For Night (AAJ 3.00 ■ 

Cocteau: Orphee (A) 5.00 & 9.00 L 

Cocteau: Beauty and The Beast (A) 7.00 ■ 

I Mon 24 

Orphee (A) 6.50 1 

Beauty and The Beast (A) 8.50 p.m. I 

llue 25 

Orphee (A) 1 

Beauty and The Beast (A) 8.50 p.m. 1 

1 Wed 26 

Phantom of Liberty (X) 3.00 I 

Cocteau: Le Baron Fantome (Club) 7.00 & 9.0 1 

■ Thu 27 

Beauty and The Beast (A) 6.50 I 

Orphee (A) 8.50 | 

1 Fri 28 

Beauty and The Beast (A) 6.50 I 

Orphee (A) 8.50 ■ 

Phantom of Liberty 00 11.00 ■ 


Thu 10 The Middle of the World (X) 6.30 & 8.40 

Les Valseuses (Making It) (Club) 11.00 


Fri 11 


Sat 12 


Sun 20 


The Middle of the World (X) 6.30 & 8.40 

Les Valseuses (Making It) (Club)11 00 


Sat 3 


Sun 4 


The Invitation (AA) 
The Lacemaker (AA) 

The Invitation (AA) 
Cousin, Cousine (AA) 


4.00 & 11.00 
6.45 & 8.45 


3.00 

6.00 & 8.00 


Cocteau: Testament D'Orphee & Blood of A 
Poet (Club) 4.00 

The Middle of the World (X) 6.30 & 8.40 

Les Valseuses (Making It) (Club) 11.00 


Mon 5 


Cousin, Cousine (AA) 


6.50 & 8.50 


Tue 6 


Wed 7 


Cousin, Cousine (AA) 


6.50 & 8.50 


Sun 13 Les Valseuses (Making It) (Club) 3 00, 

Cocteau: Les Enfants Terribles (X) 5.30 

Testament D'Orphee & Blood of A Poet (Club) 
Complete performance at 7.30 & 9.00 


Night Moves (X) & Strangers On A Train (A) 

3.00 

Canadian Animation : Programme 2 
Norman McLaren 2 & French Canadian 
Animators and Songs (AA). Complete per¬ 
formances at 6.30 & 7.45 


Les Enfants Terribles (X) 


7.00 & 9.00 


Les Enfants Terribles (X) & 9.00 

Les Parents Terribles 7.00 

Theatre: ^'LIs Lot'' Performing in the Court¬ 
yard. Admission Free. Phone for times. 


Thu 8 


Fri 9 


Cousin, Cousine (AA) 


6.50 & 8.50 


Cousin, Cousine (AA) 6.50 & 8.50 

Night Moves (X) & Strangers On A Train (A) 

11.00 


Weekend (X) 3.00 

Cocteau: Thomas L'Imposteur (A) 7.00 & 9.00 
Theatre "Us Lot" (in Courtyard) 


Sat 10 


Thu 17 Pierrot Le Fou (A) 6.50 & 8.50 

Exhibition. Jean Cocteau closes today 
Theatre "Us Lot" (in Courtyard) 


Sun 11 


Night Moves (X) & Strangers On A Train (A) 

3.00 & 11.00 

Cousin, Cousine (AA) 6.50 & 8.50 

Night Moves (X) & Strangers On A Train (A) 

3.00 


Cousin, Cousine (AA) 


6.30 & 8.30 


Fri 18 Pierrot Le Fou (A) 6-50 & 8.50 

Weekend (X) 11.00 

Theatre: "Us Lot" (in Courtyard) 


Mon 12 Cousin, Cousine (AA) 


Tue 13 Cousin, Cousine (AA) 


6.50 & 8.50 


6.50 & 8.50 


Weekend (X) 4.00 

Pierrot Le Fou (A) 6.50 & 8.50 

Contempt (AA) 11.00 

Theatre: "Us Lot" (in Courtyard) 

Electronic Music Workshop Course Begins 

Contempt (AA) 3.00 

Padre, Padrone (My Father, My Master) (X) 

6.00 & 8.00 


3.00 


Wed 14 Chinatown (X) 

Canadian Animation: Programme 3 
Guest and Leading Animators at the National 
Film Board. (AA). One performance only at 7.00 


Thu 15 


Cousin, Cousine (AA) 


6.50 & 8.50 


Fri 16^- 


“CV)Usin, Cousine (AA) 
Chinatown (X) 


6.50 & 8.50 

11.00 























































rk. O.'wlU ■ 

Phantom of Liberty (J<) ^^.00 I 

Sat 29 

Phantom of Liberty (X) 4.00 & 11.00 1 

Beauty and The Beast (A) 6.50 I- 

Orphee (A) 8.50 1 

Sun 30 

Phantom of Liberty (X) 3.00 1 

The Best Way to Walk (X) 6.00 & 8.15 

Mon 31 

The Best Way to Walk (X) 6.50 & 8.50 1. 


November [ 

Tue 1 

The Best Way to Walk (X) 6.50 & 8.5ol 

Wed 2 

Rafferty and The Gold Dust Twins (X) 3.00 1 

Cocteau: The Eagle has Two Heads (Club)l* 
- - 6.30 & 8.40 1 

Thu 3 

The Best Way to Walk (X) 6.50 & 8.50 | 

Fri 4 

The Best Way to Walk (X) 6.50 & 8.50 1 

Rafferty and The Gold Dust Twins (X) 11.00 1 

Sat 5 

Rafferty and The Gold Dust Twins (X) 4.00 8e 1 

11.00 1 

Sun 6 

The Best Way io Walk <X) 6.50 8. 8 50 I 

Rafferty and The Gold Dust Twins (X) 3.00 9 

Mes Petites Amoureuses (AA) 6.00 & 8.15 I 

Mon 7 

Mes Petites Amoureuses (AA) 6.30 & 8.40 

Tue 8^ 

Mes Petites Amoureuses (AA) 6.30 & 8.40 Jj 

Wed 9 

Les Valseuses (Making It) (Club) 3.00 ■ 

Les Parents Terribles 7,00 I 

Cocteau: L'eternel Retour 8.50 H 

Cocteau: Theatre Workshop present The 9 
Wedding on The Eiffel Tower (in the Centre for 1 
The Arts) Runs for 4 days 8.00 I 


Mon 21 


Tue 22 


Wed 23 


Thu 24 


Fri 25 


Sat 26 


Sun 27 


Mon 28 


Tue 29 


Wed 30 


Thu 1 


Fri 2 


Padre, Padrone (My Father, My Master) (X) 

6.00 & 8.00 


Padre, Padrone (X) 


6.45 & 8.45 


Padre, Padrone (X) 6.45 & 8.45 

Concert, 'Anomaly Plus', Aston Centre for The 
-Arts 8.00 


The Long Goodbye (X) 

The Mother and The Whore (X) 


3.00 

6.45 


Padre, Padrone (X) 


6.45 & 8.45 


Padre, Padrone (X) 

The Long Goodbye (X) 

Kiss Me Deadly (A) 
Padre, Padrone (X) 

The Long Goodbye (X) 


6.45 & 8.45 
11.00 

4.00 
6.45 & 8.45 
11.00 


Kiss Me Deadly (A) 
The Lacemaker (AA) 


3.00 
6.00 & 8.15 


The Lacemaker (AA) 6.45 & 8.45 

Exhibition: "Work in Progress" 

Photography by Nick Hedges. In the Holt 
Street Gallery, Tue-Sat 1.00-8.00 p.m. and 
Sun 2.00—6.30 p.m. Admission Free. 


The Lacemaker (AA) 


6.45 & 8.45 


The Invitation (AA) 3 qo 

Canadian Animation: Programme 1 
Norman McLaren 1 & The Light Fantastick 
(AA) — Complete Performance at 6.30 & 7.50 


December 

The Lacemaker (AA) 


6.45 & 8.45 


The Lacemaker (AA) 
The Invitation (AA) 


6.45 & 8.45 
11 . 00 ‘ 


ALL PERFORMANCES SEPARATE 

Shows Marked (Club) are for MEMBERS (including 
temporary members) ONL Y. 


I Fri 

-e^usin, Cousine (AA) 6.50 & 8 50 ■ 

Chinatown (X) 11 oo ■ 

. 1 Sat 17 

Chinatown (X) 4.00 & 11.00 1 

Cousin, Cousine (AA) 6.50 & 8.50 | 

1 Sun 18 

Chinatown (X) 3 qo I 

Car Wash ( > & American Graffiti (AA) 6.30 1 

1 Mon 19 

Car Wash (A) & American Graffiti (AA) 7.00 1 

1 Tue 20 

Car Wash (A) & American Graffiti (AA) 7.00 | 

1 Wed 21 

Hustle (X) 3 00 1 

Head (A) 7.00 &. 9.00 | 

1 Thu 22 

Car Wash (A) & American Graffiti (AA) 7.00 1 

1 Fri 23 

Car Wash (A) & American Graffiti (AA) 7.00 1 
Hustle (X) 11.00 1 

1 Sat. 24 

Car Wash (A) & American Graffiti (AA) 7.00 1 
Hustle (X) -ii QQ 1 

(Gallery Closed) | 

1 Sun 25 

CLOSED. 1 

1 Mon 26 

The Rocky Horror Picture Show (AA) 7.00 & 1 

8.50 1 

(Gallery Closed) 9 

1 Tue 27 

The Rocky Horror Picture Show (AA) 7.00& 1 

8.50 1 

(Gallery Closed) I 

1 Wed 28 

The Rocky Horror Picture Show (AA) 7.00 & 1 

8.50 1 

1 Thu 29 

Cooley High (AA) 6.45 & 8.45 1 

1 Fri 30 

Cooley High (AA) 6.45 & 8.45 1 

Beyond The Valley of The Dolls (X) 11.00 1 

1 Sat 31 

Cooley High (AA) 6.45 & 8.45 B 

Exhibition of Photography "Work in Progress" 1 
by Nick Hedges closes. 1 


BIRMINGHAM ARTS LAB, HOLT ST, B'HAM 7 359 4192 
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Mes Petites 
Amoureuses 

November 6—8 

France, 1975. 

Director: Jean Eustache. 
Photography: Nestor Almendros 

Music/songs: "Douce France" 

by and sung by Claries Trenet, 
"Le Petit Gregoire" by and sung 
by Theodore Botrel. 

Cast; Martin Loeb, Ingrid Caven, 
Jacqueline Dufranne, Dionys Mas- 
colo, Henri Martinez. 

Colour. English Subtitles. 

Certificate AA. 123 minutes. 

"French artists seem peculiarly 
attracted to the mysteries of child¬ 
hood and adolescence; in literature 
one thinks immediately of the lus¬ 
cious worlds conjured up by Proust 
and Alain Fournier, in which char¬ 
acters are surrounded by a complex 
mesh of wistfully remembered sights, 
sounds and scents: in films, there is 
ZERO DE CONDUITE, LES JEUX 
INTERDITS, LES MISTONS, MOU- 
CHETTE. Now Jean Eustache 
contributes his considerable penny¬ 
worth in MES PETITES AMOUR¬ 
EUSES, a film which has been long in 
mental preparation. The mammoth, 
bracing LA MAMAN ET LA PUTAIN 
(THE MOTHER AND THE WHORE) 
reached the screen in advance purely 
because it could be made for less 
money; following its success, the 
2,500,000 francs needed to budget 
AMOUREUSES finally became a 
concrete reality. 

"At a superficial glance, the film 
could be taken for a sad, nostalgic 
idyll: the opening sound is of 

Charles Trenet singing 'Douce 
France', and Nestor Almendros' pho¬ 
tography makes the song title seem 
perfectly apt. Village streets and 
neighbouring fields are dappled with 
sun and shadow; no rain cloud 
darkens the skies. The soundtrack is 
as full of open air as the images: 
crickets chirp, wind whistles through 
the trees. The story-line equally 
suggests a recognisable mood and pat¬ 
tern, with its young hero stumbling 
towards adulthood and sexual exper¬ 
ience. Thirteen-year-old Daniel (Mar¬ 
tin Loeb) moves from a happy village 
childhood (living with his grand¬ 
mother) to a small town adolescence 
(living with his mother and her silent 
Spanish lover). His experiences with 
girls become bolder: from practical 
jokes (like firing a toy gun at their 
heads) he moves on to fondle them, 
kiss them, and eventually he lies 
down with a dark beauty in the long 
grass. At the end he returns to the 
country for a holiday; the girl he 
used to eye pushes his hands away 
from her breasts, and he joins his 
other friends romping Innocently 
in the fields, feeling much older 
and wiser. 

"Under its beguilingly familiar 
surface, however, MES PETITES 
AMOUREUSES remains as stern and 
uncompromising as its predecessor. 
France, In fact, is anything but 



/ Martin Loeb and Jacqueline Dufranne in Jean Eustaches's MES 
PETITES AMOUREUSES 


'douce', and Eustache dwells on 
the boredom rather than the ex¬ 
citement of adolescence, the 
desperate wanderings from di¬ 
version to diversion. And the 
diversions happen mechanically, 
almost without emotion: sudden¬ 
ly and inexplicably, Daniel punches 
a schoolmate in the stomach and 
receives a blank look in return. 
When he enacts a circus trick be¬ 
fore his pals (lying down, like the 
strong man, on broken glass), his 
audience only manage to look 
faintly bewildered. Once Daniel 
leaves for the town, life becomes 
I even more desultory and the boy's 
face assumes the set features of 
boredom. Deprived of schooling 
through insufficient funds, he idles 
away the hours 'helping out' in a 
cycle shop; outside work, he finds 
his pleasures visiting the cinemas 
(the town is blessed with four of 
them), strolling hopefully down an 
avenue traditionally set aside for 
pick-ups, lounging outside a cafe with 
fellow layabouts, swapping cigarette 
packets and stories of sexual exploits. 
The exploits themselves are passion¬ 
less, interrupted affairs; for full- 
blooded romance we have to turn to 
the films Daniel sees, such as Albert 
Lewin's PANDORA AND THE 
FLYING DUTCHMAN, where Ava 
Gardner disports herself in a series 
of dizzily bizarre Images. 

"Eustache's directorial style em¬ 
phasises the bleak daily round of his 
hero. The narrative proceeds through 


a succession of short scenes separated 
by quick black fades, pinpointing 
confrontations and gestures with 
Bressonian force (though the style 
also attractively points up the hu¬ 
mour inherent In much of the mater¬ 
ial — as with Daniel's circus trick). 
The elliptical approach serves a fur¬ 
ther purpose by focussing on the 
random comings and goings of the 
community; people unhurriedly 
walk by, meet and pass on — a 
kaleidoscope which conveys the 
atmosphere of Daniel's environment 
I without any recourse to heavy local 
colouring. This slow-motion chor¬ 
eography of characters works most 
remarkably in the climactic scenes, 
when Daniel and a friend leave their 
comrades to pursue two village girls 
along a country road, only to be pur¬ 
sued by the friends they left behind. 
With the minimum of dialogue, a 
battle of rival courtships ensues, 
riveting in its truthfulness and lack of 
rhetoric. Yet Eustache doesn't 
always maintain such a firm grasp on 
events, his obvious identification 
with Daniel leading him to harp on 
the boy's listless manner a little too 
heavily at times, with the result that 
the audience sometimes experiences 
a twinge of listlessness itself. But on 
balance MES PETITES 

AMOUREUSES offers a distinctly 
cool, delicately nuanced study of a 
human being undergoing that strange 
process called 'growing up.' 

Geoff Brown / SIGHT AND SOUND 
(Summer 1976} 


The mother 
and the 
whore 

November 23. 

France, 1973, 

Director: Jean Eustache 
Photography: Pierre L'homme, 

Jacques Renard, Michel Cenat. 

Cast: Jean-Pierre Leaud, tFrancois 

Lebrun, Bernadette Lafont, Isabelle 
Weingarten. 

Black and White. English subtitles. 
Certificate X. 219 minutes. 

Special Jury Prize, Cannes Film 
Festival 1973. 

THE MOTHER AND THE 
WHORE remains one of the most as¬ 
tonishing achievements of recent 
French cinema. Director Jean 
Eustache, who has since made the 
very underrated MES PETITES 
AMOUREUSES and who has appar¬ 
ently been active in French cinema 
since at least the mid-sixties, some¬ 
how manages to combine the most 
significant trends in French cinema 
(echoes of Godard, Rivette, Rohmer 
and Bresson abound) in what emer¬ 
ges finally as a very personal movie. 

"It is to my mind the best film 
to have reached London this year, 
and the best first feature film by a 
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director that I can remember in 
recent years. Eustache has done no¬ 
thing but assemble a trio of neurotic 
Parisians - a young layabout with 
delusions of intellectual grandeur, 
his older mistress who runs a dress 
shop, and a promiscuous nurse whom 
he picks up one day near a cafe only 
to learn when he takes her back to 
bed that he has found someone 
whose emotional wounds gape even 
wider than his — and watch them as 
they talk and fight and love and 
wrestle with their own self-pity, over 
a traumatic sequence of days and 
nights during a long Paris winter. 

"So absorbing is the film, and so 


defiantly unafraid of seeming every 
minute of its 3% hours, that one 
emerges at the end bruised, drained, 
exhausted) and not a little surprised 
that there is another world to 
actually come back to. Even if this 
neo-Bohemian Paris of cafes, bedsit¬ 
ters and epigrammatic young men 
never existed in real life, it does in 
Eustache's imagination and it does 
triumphantly on the screen. His 
hero, played with abrupt, egotictical 
energy by Jean«Pierre Leaud, is a 
Baudelairean poseur for whom all of 
life's problems have become part of 
some great novel being written in his 
mind. The nurse is a girl making up 


for the emotional void in her life — 

or dulling its pain - by bedding a 
series of casual men. The hero's mis¬ 
tress, jealously devoted to him, can 
only express her love in an alterna¬ 
tion between savage rage and sudden, 
doting conciliation. 

"There is talk, and talk, and more 
talk. Monologues at the cafe tables, 
slanging matches in the kitchen, long 
lachrymose soliloquies in the dar¬ 
kened bedroom. Day declines into 
nigf»t; scenes fade out at a point of 
emotional or intellectual exhaustion; 
the characters, striving for self-justifi¬ 
cation, paint their own self-portraits 
over and over while the daylight lasts. 


"Meticulously scripted, and 

directed unfussily in front-on shots 
the film leans heavily for its emo¬ 
tional impact on the actors them¬ 
selves. None has ever been better, 
'Uncinematic' in its restricted loca¬ 
tions and its dependence on dialogue, 
the film is yet never theatrical. It 
uses its characters' faces as other 
films use landscapes, creating excite¬ 
ment in the counterpoint between 
the torrents of dialogue and the 
facial responses that the screen writes 
large to reflect or belie the 
characters' words." 

Nigel Andrews / THE FINANCIAL 
TIMES 




Les Valseuses ('MAKING IT') 


(MEMBERS ONLY) 
November 9-13 


"The two of them are pursued 
occasionally by outraged men, but 
for most of the time they have their 
naughty way with women, who seem 
none the worse for being boisterous 
ly put upon. Hilarious is the episode 
of the matron in the train, 
which is travelling along empty 
save for her and the baby she is 
breast feeding and the blatantly 
ogling Pierrot and Jean-Claude, who 
choose to participate after their 
fashion in the nourishment, and 
thereby arouse the matron to a 
passion that is destined to pleasure 
her husband beyond his giddish ex¬ 
pectations. This sequence, changing 
gear from the glint of menace to the 
glow of assuagement, is testimony to 
the directorial control of Bertrand 
Blier (son of Bernard), who also 
wrote the novel from which the film Gerald Depardieu (left), Miou-Miou 


(top) and Patrick Dewaere in Bertrand BUer's LES VALSEUSES 


France, 1974. 

Director; Bertrand Blier. 
Script/Dialogue: Bertrand Blier, Phil¬ 
ippe Dumarcay. Based on the novel 
by Bertrand Blier. 

Photography: Bruno Nuytten, 

Music: Stephane Grappelli. 

Cast: Gerard Depardieu, Miou-Miou, 
Patrick Dewaere, Jeanne Moreau, 
Jacques Brouet. 

Colour. English Subtitles.118 minutes. 

"Picaresque with a vengeance, LES 
VALSEUSES concerns the 
adventures of a couple of young 
Frenchmen whose lifestyle is com¬ 
pounded of stealing various means of 
transportation and laying an assort¬ 
ment of women. Both are somewhat 
less than personable: the gormless 
Pierrot (Patrick Dewaere) is casually 
master-minded by the insolent Jean- 
Claude (Gerard Departieu, who is 
also in Bertolucci's 1900). 
The master and slave relationship is 
not stressed, although Jean Claude 
makes a homosexual pass at Pierrot 
when there seems for a while to be 
nothing much else to do; and I sup¬ 
pose we are meant to glean a mite of 
significance from the initial images of 
the film, when Pierrot pushes a 
trolley, purloined from a supermar¬ 
ket, wherein Jean-Claude takes his 
ease but hoists a perpendicular finger 
to goose a middle-aged woman en 
passant. 


is adapted and which has been pub¬ 
lished in the USA and UK under the 
title Making It. The original title is 
slang for testicles, in which part of 
his anatomy Pierrot is shot, or at any 
rate grazed, by the bullet of a tran¬ 
sient enemy. 

"The sexual escapades are rather 
hot stuff, and the moral values are 
possibly too vague for so eloquent a 
film, but if one tires after an hour or 
so of the anti-social behaviour which 
is observed with such cool objectivi 
ty, there is a central interlude to pos¬ 
itively rivet the attention. This brings 
Jeanne Moreau into the story as a 
woman just let out of prison, 
shamelessly timeworn, instinctively 
sensual. It is a performance inbued 
with the greatness that Moreau has 
often made us aware of before, yet 
hardly more touchingly than in the 
wilful spree that begins when she 
takes up with Jean-Claude and 


The cast of THE MOTHER AND THE WHORE: (from left) Jean 
Pierre Leaud, Bernadette Lafont, Francoise Lebrun. 


"Some will be shocked, and 
others possibly bored; yet, give 
or take the occasional fidget 
early on, I must count myself 
among those who have been 


spellbound by Blier's work, and 
by the heartache it embodies" 


Gordon Gow 
FILMING 


/ FILMS AND 
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THREE FILMS BY JEAN-LUC GODARD 




Weekend 

November 16, 18, 19 

Director: Jean-Luc Godard. 
France/Italy, 1968. 

Script: Jean-Luc Godard. 
Photography: Raoul Coutard. 

Music: Antoine Duhamel. 

Cast: Mireille Dare, Jean Yanne, 

Jean-Pierre Kalfon, Jean-Pierre 
Leaud, Yves Beneyton, Paul Gegauff, 
Yves Alfonso, Juliette Berto, Anne 
Wiazemsky. 

Colour. English subtitles. 

Certificate X. 95 minutes. 


WEEKEND is one of Godard's 
greatest films and his ultimate 
assault on bourgeois civilisation. 
Here he takes the simple idea of a 
weekend on the road and transforms 
it into an apocalyptic metaphor for 
contamporary society. The result is a 
masterpiece which prefectly fuses 
fantasy, cruelty, tenderness and 
humour. Guaranteed to offend most 
sensibilities, WEEKEND is neverthe¬ 
less one of Godard's most poetic and 
coherent films. Robin Wood has 
described it as the most challenging 
film he has ever seen: "the challenge 
lying in its horrifying optimism". 


iiIlPRH; ) 

The film begins with a young 
middle-class couple setting out in 
their middle-class Dauphine in order 
to try to wheedle some money from 
mother, who lives deep in Normandy. 
Their departure is preceded by the 
wife's momunental monologue in 
which she unveils her sexual pre¬ 
occupations, and, perhaps corres¬ 
pondingly, a mock-heroic scene 
which might be called 'The Battle of 
the Scraped Fender', one of those 
ever-recurring scenes in French life 
today when The Car's mystical 
significance has to be protected 
against The Others, even with the aid 
of fire-arms, as in this case. 

The usual weekend jam on the 
highways is evoked in a single 
brilliantly controlled shot which 
lasts for a full ten minutes. We track 
along stalled cars, bloodied victims 
of car crashes, the whole 
accompanied by a symphony of 
klaxons. As one of the punctuating 
titles puts it, 'From the French 
Revolution to U.N.R. (the Gaullist 
party) weekends,'i.e., two hundred 
years of so-called social progress to 
arrive at this travesty of a civilisation. 

"When, after an hour of the film. 


they arrive at his mother's house, she 
refuses to give them any money. By 
this time all the veneer of civilisation 
has been stripped from them, so, in 
counterpoint to shots of a rabbit 
being skinned, they hack her down. 
As another title says: 'Just a Tuesday 
during the Hundred Years War'. And 
on the road, the wife has been raped 
by a tramp; 'Du cote de chez Lewis 
Carroll' a milk-maid has been burned 
alive; two representatives of the 
Third World have mercilessly 
harangued us; in short, contemporary 
society has been revealed in all its 
horror. 

"On the way back to Paris, the 
couple's picnic is interrupted by a 
band of Maoist hippies who have 
taken over the Sein-et-Oise. From 
this point, the film takes off, leaving 
LES CARABINIERS far behind, a 
model even of elegant civilisation. 
And the camp site of the hippies 
becomes a horrific parody of the joys 
of the countryside, as they all sit 
down to a charcoal-broiled English¬ 
man, a tourist who had unluckily 
happened that way. This idyll by 
the algae-covered pond is interrupted 
by a final shoot-up. 'One cannot go 
beyond the horror of the bourgeoisie 


WEEKEND 

except by more horror still'. But the 
Maoist hippies have at least made one 
convert: Mireille Dare, playing the 
depraved bourgeoise, finds here her 
Damascus road: 'I'll go with you', 
she announces. 

"One of the masterstrokes of the 
film was in fact the casting of Mireille 
Dare, that idol of French sex films, 
and Jean Yanne, who in his brilliant 
vulgarity could be said to represent 
the somewhat less than average 
Frenchman in this vicious satire of 
French life. So great had Godard's 
prestige become that the film was 
financed by a big company solely 
because Mile Dare, with one film 
left to go in her contract, 
systematically refused all projects 
until she was offered what she 
wanted: Godard. And both her 
faith in him and his good sense in 
using her were vindicated. 
Dramatically, this was Godard's most 
hard-hitting, most fast-moving film 
in some time. Like LA CHINOISE, 
it was filmed in colour, but instead 
of the cool tones and white back¬ 
grounds of that film, WEEKEND 
is gory with the hardest yellows and 
reds imaginable". 

Richard Roud / GODARD 















21 



le fou 


November 17—19 

Director: Jean-Luc Godard. 
France/Italy, 1965. 

Script: Jean-Luc Godard. Based on 
the novel Obsession by Lionel White. 
Photography: Raoul Coutard. 

Music: Antoine Duhamel. 

Cast: Jean Psul Belmondo, Anna 

Karina, Dirk Sanders, Samuel Fuller. 
Colour/Scope. English subtitles. 
Certificate A. 110 minutes. 

Possibly Godard's most famous and 
popular film, PIERROT LE FOU has 
just been re-released in Britain after 
being out of circulatic.i for some 
years. 


"Made between ALPHAVILLE and 
MASCULIN FEMININ, PIERROT 
LE FOU is a key film In Godard's 
transition to a completely political 
cinema. Apart from the charm of 
its 'last romantic couple' (Karina and 
Belmondo) escaping from Paris to an 
idyllic Mediterranean existence 
before the eventual betraya. 
(ironically, the apogee of Godard's 
misogynist streak Is also his turning 
point politically), the film is as 
engrossing as the day it was released, 
on every level: experimental in 
subject — about 'what there is 
between people — space, sound and 
colour' rather than the people 
themselves; innovative in themes — 
reflection versus action, the 
different place of emotions and 
words in communication. Its use of 
primary colour photography and 
'scope make it so absorbing to 
watch that it's one of Godard's most 
accessible films. On the level of the 


visual pleasure of spectacle, it's at 
least as fascinating as anything 
Hollywood can offer". 

lod McShane / TIME OUT. 

'From an incredible avalanche of 
elements and materials, PIERROT 
LE FOU finally emerges as a very 
coherent work: the narrative of a 
tragic adventure combined with the 
intimate diary of its protagonist, 
prolonged (as Is customary with 
Godard) into a meditation by the 
author on his creation and on the 
expressiveness of cinema. In its 
theme and style it may be considered 
as a summation which explains and 
completes all Godard's previous 
films: in short, a real cinematic 
testament." 

Jose Luis Guarner / THE FILMS OF 
JEAN-LUC GODARD. 



Belmondo, in PIERROT 



Jack Palance, Brigitte Bardot, and Michel Piccoli in Le Mepris (Contempt) 


Contempt 

November 19 - 20 

Director: Jean-Luc Godard. 
France/Italy, 1963. 

Script: Jean-Luc Godard. Based on 
the novel // Disprezzo by Alberto 
Moravia. 

Photography: Raoul Coutard. 

Music: Georges Delerue. 

Cast: Brigitte Bardot, Jack Palance, 
Michel Piccoli, Fritz Lang, Giorgia 
Moll, Jean-Luc Godard. 

Colour/Scope. English subtitles. 
Certificate AA. 103 minutes. 

One of Godard's most attractive and 
satisfying films, LE MEPRIS 
(CONTEMPT) is especially inter¬ 
esting to see alongside PIERROT LE 
FOU. Like that later masterpiece, it 
details the gradual breakdown of a 
relationship and once again Godard's 
despair at the impossibility of 


communication gives rise to a mood 
of intense romantic agony. 

Made in 1963, when Godard was 
still at peace with the commercial 
art cinema, LE MEPRIS was 
conceived as a large-scale inter¬ 
national co-production. As always, 
however, Godard made the project 
entirely his own and the result 
appears all the richer for being 
many films in one. It is at once a 
star vehicle for Bardot and Palance 
(as producer Joseph E. Levine 
probably envisaged it), an epic 
documentary about film-making, an 
essay on the problems of 
interpretation and the role of the 
film-maker, an adaptation of a novel 
by Alberto Moravia, a story of the 
break-up of a marriage, and — as 
cinematographer Raoul Coutard 
suggested at the time of filming — 
maybe even an expensive letter to 
Godard's wife. 


What matters, though. Is that all the 
elements are combined to produce 
fascinating results, and a clue to the 
film's success is that the format of 
making a movie about the world of 
cinema was ideally suited to Godard's 
purpose. Not only does it allow all 
the filmic references — which here 
include Hawks, Hitchcock, Garbo 
and Rossellini — to be unobtrusively 
assimilated, but even familiar themes 
such as the problems of com¬ 
munication between people seem to 
find more adequate expression here 
than in any of the earlier films. In 
the world of the international co¬ 
production portrayed in the film, 
this theme is not only very relevant 
but allows Godard to produce one of 
those complex soundtracks for which 
he is justly famed. 

Betrayal and concept of artistic 
prostitution are two other familiar 
Godard themes which are very 


evident in LE MEPRIS. Michel 
Piccoli plays a young French 
dramatist with serious pretension 
who is tempted by big money to 
become a screen hack and adapt 
Homer's Odyssey for an American 
producer (Jack Palance). His 
involvement proves disastrous: he 
loses the love of his beautiful wife 
(played by Bardot) and eventually 
decides to return to his work in the 
theatre. Veteran German/Hollywood 
director Fritz Lang plays the director 
whose austere, simple approach 
("One should always finish what one 
has started", he says at the end) is 
contrasted with Idiotic pretensions 
of the producer. Gddard himself 
appears briefly as Lang's assistant 
and Raoul Coutard's photography Is 
ravishingly beautiful. As one critic 
remarked when LE MEPRIS was 
finally released in Britain in 1970, 
"It makes one wish that Godard 
still made them now like he did 
then". 
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Winner of Grand Prix at Cannes 1977 


(top) Sa\/evio Marconi as the Sardinian shepherd who breaks away from 
the patriarchal family system in PADRE, PADRONE 


Padre, Padrone 


(MY FATHER, MY MASTER) 


November 20 22, 24-26 


tasily the most striking and 
original new work so far (at the 1977 
Cannes Film Festival) is the Italian 
competition entry PADRE, PAD¬ 
RONE (MY FATHER, MY MAS¬ 
TER), written and directed by the 
Taviani brothers, who earlier made 
that exotic political period piece 
ALLONSANFAN. 

"PADRE, PADRONE was 
made for Italian TV and is on a 
smaller, tauter scale than the previous 
film. But it is lit with the same 
fierce and fiery imagination. Based 
on a true story, it tells of a Sardini¬ 
an peasant boy was was wrested from 
school by his shepherd father and 
forced to spend his youth in the soli¬ 
tude of the pasture lands, tending 
the flock. Until the age of 20 he can 
neither speak nor read, but one day, 
his senses roused by the music of a 
passing accordionist, he determines 
to break free of his father's tyranny. 
He departs for mainland Italy, studies 
at school and in the army, then re¬ 
turns to his native village — newly 
armed with a language and an intel¬ 
ligence of his own - to confront his 
father. 


"There are echoes, in this 
story of a 'wild boy's' initiation into 
civilised society, of Herzog's THE 
ENIGMA OF KASPAR HAUSER. 
But the Taviani brothers have not 
merely penned another hymn to the 
noble savage; nor presented as their 
hero a holy fool mischievously 
smuggled into society to mock its 
pretensions. With his own will, the 
boy weans himself from ignorance to 


Italy, 1977. 

Directors: Paolo and Vittorio 

Taviani 

Based on the novel Padre, Padrone by 
Gavino Ledda. 

Photography: Mario Masini. 

Music: Egisto Macchi. 

Cast: Omero Antonutti. Saverio 

Marconi, Marcella Michelangeli. 

Colour English subtitles. Certificate X 
114 minutes 

Grand Pnx, Cannes Film Festival 
1977 

Winner of the main prize at 
this year's Cannes Film Festival, this 
stunning new film by Paolo and Vit¬ 
torio Taviani should prove to be one 
of the highlights of the current pro¬ 
gramme. The Taviani brothers' ear¬ 
lier film ALLONSANFAN was very 
well received when shown at the Lab 
earlier this year as part of a short 
Italian season. 


knowledge, from inarticulation to 
language, from noble savage to noble 
'sage'. 

"The film'ssoundtrack^keeping 
pace with the evolution of the story, 
describes an astonishing progress 
from the wild noises of the Sardinian 
pasture-lands cowbells, the wind in 
the trees, a rushing stream — to the 
civilised but no less stirring sounds of 
classical music, caught by the hero on 
a radio he makes himself while in the 
Army. Add to this the film's 
strikingly novel staging and camera¬ 
work — a series of abrupt, rough- 
hewn, vividly beautiful tableaux - 
and one wonders enviously whether 
some of the more inventive minds in 
Italian television could not come over 
at their earliest convenience and bite 
some of the less inventive minds in 
British broadcasting." 

Nigel Andrews / THE FINANCIAL 
TIMES 







The Lacemaker 

(LA DENTELLIERE) 

November 27 29, December 1—3 


The Invitatien 

November 30, December 2—4 


Director: Claude Goretta. 
France/Switzerland/West Germany, 
1976. 

Script: Pascal Laine, Claude Goretta. 
(Based on the novel by Pascal Laine). 
Photography: Jean Boffety. 

Music: Pier: 9 Jrinsen. 

Cast: Isabelle Huppert, Anne Marie 
Duringer, Yves Beneyton, Florence 
Giorgetti. 

Colour. English subtitles (French 
dialogue). 

Certificate AA. 106 minutes. 

Claude Goretta's THE LACE¬ 
MAKER was by all acrounts one of 
the best films to be shown at the 
1977 Cannes Film Festival and we 
are extremely pleased to be able to 
present it so soon after its London 
opening. The Swiss director's earlier 
film THE INVITATION, which has 
already been shown at the Lab and 
makes another appearance in this 
programme, proved him to be a very 
subtle and underrated talent. Hope¬ 
fully, THE LACE-MAKER will 
receive more recognition and 
support. 

"In its own quiet and unassuming 
style, the most satisfying film so far 
shown in Cannes is the Swiss director 
Claude Goretta's LA DENTELLIERE 
(THE LACE-MAKER). It has a 
concentration and precision that give 
the feeling that it might have been 
adapted and updated from an 
eighteenth-century novel of 
sentiment, but it is in fact based on 
Pascal Laine's 1974 Goncourt prize¬ 
winner. There is a touch of Bresson, 
too, though the director gives a clue 
to a stronger influence in a brief 
glimpse of some bookshelves on 
which stands a protrait of Chekhov. 

"Goretta, for whom a formative 
influence was his contact with the 
British 'Free Cinema' movement, 20 
years ago, is most interested in 
commonplace people of ordinary 
frailty and fallibility, in common 
place situations. The story is called 
LA DENTELLIERE because 'in 
older times, a painter would have 
chosen Beatrice for a genre picture. 
She would have been a linen-maid, a 
water-bearer.or a lace-maker'. 

"Beatrice is good and cheerful and 
affectionate and works in a hair¬ 
dressing salon. She feels deeply, but 
never expresses her feelings in words. 
Her tragedy — his, also — is to fall in 
love with a shy young student who is 
compelled to verbalize everything. 
Their love is intense; but the social 
and intellectual barrier is insuperable. 
The two separate. With no outlet or 
expression for her emotion, the girl 
drifts into mental sickness. 

"This role of a character struggling 
hopelessly for some means of 
expression places severe demands on 
the actress, and Isabelle Huppert 
surmounts them triumphantly". 

David Robinson / THE TIMES. 



Isabelle Huppert. 
in THE LACEMAKER 


"Goretta's strength lies in his sense of 
place (in this case a chilly seaside 
resort) and his skill with actors; 
Isabelle Huppert is marvellous as the 
rather secret girl, particularly in the 
very difftcult scene of her first night 
with the young man. And the 
director's skill with camera and 
editing made many of the other 
official entries (at Cannes) look 
decidedly sub-standard". 

John Gillen / THE SUNDA Y 
TELEGRAPH. 


Director: Claude Goretta. 
Switzerland, 1973. 

Script: Michel Viala, Claude Goretta. 
Photography: Jean Zeller. 

Music: Patrick Moraz. 

Cast: Jean-Luc Bideau, Michel 

Robin, Jean Champion, Pierre Collet, 
Corinne Coderey. 

Colour. English subtitles (French 
dialogue). 

Certificate AA. 100 minutes. 

Specialist Jury Prize: Cannes Film 
Festival 1973. 

"This carefully prepared and yet 
partly improvised comedy of 
manners is the best Swiss film for 
years. Goretta, who has always been 
fascinated by people's hidden 
complexes and reactions, takes ten 
ordinary characters and mixes their 
personalities together like chemicals, 
with illuminating and touching 
results. Remy Placet is an innocuous, 
middle-aged bachelor whose life is 
temporarily stunned when his mother 
dies. But he plucks up courage and 
buys a splendid country house 
outside Geneva. One Sunday he 
invites his office colleagues to inspect 
the r>«w property. A bland and 
ingratiating butler blends drinks and 
surreptitiously develops into the 
meneur de jeu. Caught unawares by 
the peace and luxury of the villa, 
their defences swiftly breached by 
the alcohol and by the unexpected 
euphoria of the occasion, the visitors 


shed their inhibitions. The office 
manager flirts with a secretary, the 
peppery, tight-lipped ex-soldier 
clashes with the bumbling, gauche 
Dutoit (Jean-Luc Bideau), and an 
impromptu striptease by one of the 
women provokes a scuffle that finally 
brings everyone back to earth. 

"Like Jacques Tati, Goretta prefers 
long shots to close-ups, so that he can 
dwell on body movements and antics, 
which are not only amusing but also 
reveal a great deal about human 
behaviour. But Goretta is not 
searching for humour at the expense 
of his characters; it is clear that he 
regards the petty bourgeoisie as the 
neglected class of the period, when 
most films (even Bunuel's 
DISCREET CHARM OF THE 
BOURGEOISIE) focus attention 
on the proletariat or the decadent 
rich". 

Peter Cowie / INTERNATIONAL 
FILM GUIDE 1974. 

'The beauty of Goretta's film is that 
it charts a comedy of social 
breakdown with metronomic 
precision and control. For all the 
clear temptation to slapstick that the 
story holds out, the anarchy of the 
content never looks like spreading 
to the film's measured and 
immaculate style". 


Nigel Andrews / SIGHT AND 
SOUND. 



THE INVITATION 
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Cousin, 

Cousine 

France, 1975, 

Director: Jean-Charles Tacchel la 
Script: Jean-Charles Tacchelia; with 
collaboration of Daniele Thompson. 
Photography: Georges Lendi, Eric 

Faucherre, Michel Thiriet. 

Music: Gerard Anfosso 
Cast: Marie-Christine Barrault, 

Victor Lanoux, Marie-France Pisier, 
Guy Marchand. 

Colour. English Subtitles. 

Certificate AA. 95 minutes. 

"Jean-Charles Tacchella's 
COUSIN COUSINE, much honoured 
in its native France, is a good film 
about a love affair conducted against 
a background of bourgeois family 
rituals. It is not a great or earth- 
shattering movie. But after the pre¬ 
tentiousness of one or two recent 
French products, it is pleasant to see 
a film that captures so well the mud¬ 
dled, slightly Rabelaisian atmosphere 
of Gallic family life. 

"The hero and heroine are 
cousins by marriage. Ludovic (Victor 
Lanoux) is a shiftless figure in his 
mid-thirties who teaches dancing, 
rides a motorbike, plays the trumpet, 
and who has an easy-going tolerance 
that others mistake for indifference. 
Marthe (Marie-Christine Barrault) is 
thirty, plumply attractive, understan¬ 
ding about her husband's ceaseless 
affaires, and endowed with an insati¬ 
able appetite for cream-cakes. 

"Thrown together at a family 
wedding when their respective part¬ 
ners have gone off together, Ludovic 
and Marthe strike up a relationship 
that is guiltlessly platonic. No-one, 
however, believes that their meetings 
are sexually Innocent. So they 
embark on a serious affair that 
reminds one of someone's definition 
of love as egoisme a deux. 

"They become totally indif¬ 
ferent to family, friends, children; 
and even on Christmas Eve when 
everybody else is celebrating Mass 
and unwrapping presents, they are 
making love in a back room. 

"The strength of the film, 
however, lies not so much in the 
central relationship as in the rich 
picture Tacchelia builds up of family 
life In the background. The wedding 
where the middle-aged bridegroom, 
unable to sing, reveals his backside 
instead; the family gathering to look 
at the wedding snaps where all kinds 
of indiscreet liaisons are caught by 
cameras; the funeral where people 
are seen yawning or quietly look at 
their watches; the punch-up at a 
later wedding where one of the 
guests scraps with the groom's father 
who absconded with the takings of a 
garage. 

"Tacchelia, yet another 
French film critic turned director. 


sees family life as a droll mixture of 
affection, rows, recriminations and 
cheerful sensuality. One's pleasure. 
In fact, rests in the gentle, Renoir- 
esque observation and In the spright¬ 
ly tone. Overlaid with one of those 
syrupy scores, it might seem a wisp- 
lly romantic movie. Instead it has 
one of those tangy, percussive music¬ 
al backgrounds, by Gerard Anfosso, 
that manages to be catchy and ironic 
at the same time, and that you would 
only find In a French movie. 

"The film also blithely cele¬ 
brates sheer sexual happiness, while 
also reminding you that one person's 
pleasure Is almost invariably another 
person's pain. Tacchelia, who wrote 
and directed, is likewise very good at 
capturing the small hypocricies of 
family life. Marthe's husband is a 
relentless philanderer who seeks to 
break Casanova's seduction record 
— yet he is the one who sits down 
to dinner with wife, child and bottle 
of wine and announces 'It's good to 
have a family'. The film ironically 
suggests that, for the French, the 
family is something to return when 
you need It, and that it comes In 
handy at birthdays, weddings, 
funerals and Christmas: for the rest, 
the household gods are flouted, des¬ 
pised, ignored or manipulated, accor¬ 
ding to the individual's quest for 
pleasure. 

"It Is also a movie that gains a 
good deal from the strength of Its 
performers. Victor Lanoux, looking 
like a gentle-eyed John Pardoe, plays 
the hero with just the right sleepy 
tolerance and bear-hug amiability as 
if moral censure would require too 
much human effort. Marie-Christine 
Barrault is pleasantly touching as the 
young mother who suddenly wakes 


up to the fact that her life is not yet 
over. And Marie-France Pisier is re¬ 
sourcefully fey as the h«ro'i wife, 
happy only in her rett^HRM and 
when the arms of Morpliim are 
descending. A pleasant film." 
Michael Bilfington / THE 
BfRMINGHA M POST 


COUSIN COUSINE has 
proved to be one of the most popular 
and successful of recent French films. 
A second feature by Jean-Charles 
Tacchelia — whose career as a film 
critic and scriptwriter dates back to 
the early Fifties but who only started 
to direct in 1970 with the award 
winning short LES DERNIERS 
RIVERS — it's essentially a very 
polished, very charming comedy. 
Some would say that it's precisely 
the kind of lightweight French movie 
that is favoured by British and 
American audiences. Certainly the 
film does little more than 'skim the 
surface of social comment', as one 
critic put it, and of course the hypo¬ 
crisy of the French bourgeois family 
is an easy and familiar target. 

But then Tacchelia clearly 
didn't set out to present a social 
critique, but rather to produce a 
pleasant entertainment guaranteed to 
send the audience out 'feeling good.' 
Thus COUSIN COUSINE tells a 
simple love story set against a sympa¬ 
thetically observed background of 
family reunions, marriages, parties, 
baptisms, funerals, etc. "I have al¬ 
ways been rather fascinated by that 
ambiguity of emotion which In 
families around the world has come 
to be called 'love'," Tacchelia has 
said. "COUSIN COUSINE was born 
of that joyful confirmation of this 
ambiguity. My point of view is that 
of a man who takes nothing seriously 


— and who takes everything 
seriously." 

It has been suggested that 
Tacchella's work illustrates a recent 
trend in French cinema which can be 
described as a return to the natural¬ 
istic and humanistic approach best 
exemplified by the great films of 
Jean Renoir. Other directors cited 
include Pascal Thomas (SPRING 
INTO SUMMER), Claude Sautet 
(CESAR AND ROSALIE) and Michel 

Lang (A NOUS LES PETITES AN- 
GLAISES), and indeed it is possible 
to see these works as representing 
a reaction against the formal am¬ 
bitiousness and often adamantly in¬ 
tellectual approach of the former 
New Wave group. But is is highly 
debatable as to whether or not such 
a trend is to be welcomed. In any 
event, even the small number of films 
which manage to reach British 
screens continue to confirm the 
diversity and liveliness of current 
French cinema; and it is instructive 
to note that the single most impres¬ 
sive feature debut in recent French 
cinema, namely Claude Miller's LA 
MEILLEURE FACON DE 
MARCHER (THE BEST WAY JO 
WALK), should resolutely reject the 
infectious, easy-going charm which 
would appear to be the key to the 
commercial success of films such as 
COUSIN COUSINE. 


Having said that, it should be 
admitted that Tacchelia is obviously 
a director to watch and reports sug¬ 
gest that his former and subsequent 
features are of considerable interest. 
It is to be hoped that, like a host of 
other 'missing' French films, some 
British distributor will see fit to make 
them available. 
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We are very pleased to be able to 
mount the very successful animation 
programmes recently screened at the 
National Film Theatre. 

These programmes are being made 
available by courtesy of the National 
Film Board of Canada and the British 
Film Institute. 

Two programmes are devoted to 
the work of Norman McLaren, the 
single greatest figure to emerge from 
the Board, and his work has inspired 
and influenced animation around the 
world as much as any other artist. 


Canadian 

Animation 
Programme 2 

Norman McLaren Programme 2 
AND French Canadian 
Animators and Songs 
December 7 

McLaren 2 concentrates on his 
later work at the NFB (58-72), 
featuring two of his best-known 
works, CANON (1964) and PAS DE 
DEUX (67). 

TITLES 

OPENING SPEECH (1960), LE 
MERLE (58), SERENAL (59), 
SHORT AND SUITE (59), LINES 
VERTICAL (60), CANON (64), 
MOSAIC (65), PAS DE DEUX 
(67), SPHERES (69), SYCHROMY 
(71), BALLET ADAGIO (72). The 
total running time is 65y2 minutes. 

Some of the best NFB animated 
films have been made by French 
Canadian directors. This programme 
includes six contemporary songs and 
the traditional SUR LE POINT 
D'AVIGNON by Jean Paul 
Ladouceur, plus Co Hoedman's 
TCHOU TCHOU; MONSIEUR 
POINTU by Longpre and Andre 
Leduc, Susanne Gervals's CYCLE, 
Coderres METAMORPHOSES, 

Morett's MODULO, Clorinda 
Warny's L'OEUF Pierre Hebert's 
OP HOP, Longpre's NEBULE, Rene 
Jodoin's NOTES SUR UN 
TRIANGLE, and Hebert, Leduc, 
Pauze and Desbien's LE CORBEAU 
ET LE RENARD. 


National Film Board of Canada 
Animation Retrospective 


Canadian Animation Programme 1 


Norman McLaren Programme 1 
AND The Light Fantastick. 
Wednesday November 30th. 

This presentation of McLaren's 
fiims made for the N.F.B. (plus two 
earlier films — 'STARS AND 
STRIPES' and 'DOTS') is a unique 
opportunity to see the whole of this 
work at one time. This first 
programme will concentrate on 
McLaren's work at the Board from 
1941-57. 


TITLES 

HEN HOP (1942), C'EST 
L'AVIRON (45), POULLETTE 
GRISE (47), FIDDLE DE DEE (47), 
A LITTLE PHANTASY (46), 
HOPPITY HOP (46), BEGONE 
DULL CARE (49), NEIGHBOURS 
(52), A PHANTASY (52), 
BLINKITY BLINK (54), 

RYTHMETIC (56), FAIRY TALE 
(57). Total running time for these 
films is just over 72 minutes. 

The LIGHT FANTASTICK is a 
new 57 minute documentary that 
should interest anyone concerned 


with animation or the NFB. It is 
the history of animation at the Film 
Board as seen by Rupert Glover and 
Michel Patenaude tracing his 
development and showing high¬ 
lights of the Board's work. The 
documentary will be preceded by five 
NFB animated films from the 1940's 
by one of the most renowned 
"graduates" of the NFB, George 
Dunning, including CADETTE 
ROUSELLE, THREE BLIND MICE 
GRIM PASTURES, J'AI TANT 
DANSE, and AUPRES DE MA 
BLONDE. 



Guest and Leading Animators at 
the NFB Wednesday December 
14th. 

GUEST ANIMATORS AT THE NFB 

Some of the finest NFB 
animation work has been done by 
visitors to the Board who worked on 
only one or two films. The guests 
have included some of the best 
animators from other countries. 
Included in this programme are 
Peter Foldes' prize-winning 
computer-based HUNGER, Zlatko 
Grigic's marvellously funny and 


inventive history of fire titled HOT 
STUFF, Alexandre Bretislav Pojar's 
impressive film BALABLOK, Lotte 
Reiniger's superbly-made colour 
silhouette story AUCASSIN AND 
NICOLETTE, Elliott Noyes' two 
works ALPHABET and IN A BOX, 
Trevor Fletcher's exploratory FOUR- 
LINE CONICS and the very amusing 
Barrie Nelson film PROPAGANDA 
MESSAGE. 

LEADING NFB ANIMATORS 

This selection of outstanding 
work by leading NFB animators 
includes Jeff Hale and Derek Lamb's 


very funny THE GREAT TOY 
ROBBERY, the delightful Stephen 
Leacock-based MY FINANCIAL 
CAREER by Grant Munro and 
Gerald Potterton and the amazing 
VERY NICE, VERY NICE by 
Arthur Lipsett. Plus Munro's MY 
DARLING • CLEMENTINE, 

Evelyn Lambert's MR. FROG WENT 
A-COURTING, Wolf Koenig and 
Colin Low's CITY OF GOLD, 
Koenig, Low and Robert Verrall's 
ROMANCE OF TRANSPOR¬ 
TATION IN CANADA, Koenig and 
Verrall's COSMIC ZOOM, Potterton's 
THE STAR, and others. 
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double bill * DOUBLE BILL * DOUBLE BILL * DOUBLE BILL * DOUBLE BILL * DOUBLE 


Car 

with American Graffiti 

Wash 

December 18-20, 22-24 
USA, 1976 

Director: Michael Schultz 
Photography; Frank Stanley 
Music: Norman Whitfield 
Cast: Franklyn Ajaye, Sully Boyar, 
Richard Brestoff, George Carlin, 
Irwin Corey, Ivan Dixon, Richard 
Pryor, 

Colour Certificate A 

97 minutes 

Although some critics preferred 
COOLEY HIGH, there can be little 
doubt that CAR WASH is the film 
that confirms Michael Schultz's great 
talents as a director. 

"CAR WASH is pure delight. Or 
perhaps pure is the wrong word,since 
this amazingly sprightly account of a 
day in the life of a car-washing estab¬ 
lishment, amiably demonstrating that 
work is a four-letter word (especially 
if you happen to be black or under¬ 
privileged), is concerned partly with 
the variety of excretory messes that 
have to be dealt with during the 
course of the day, and partly with 
the flights of ribald fancy Indulged 
by the employees in an effort to 


while away the hours till closing 
time. 

"Perhaps the most remarkable 
thing about the film is the way char¬ 
acters, jokes and meaning are dove¬ 
tailed into a single rhythmic flow 
that defies verbal Illustration. Quot¬ 
able, perhaps, are lines like the bitchy 
black queen's notion of bliss as 'being 
in church with Burt Reynolds'. But 
how does one convey the exquisitely 
eccentric logic with which all the em¬ 
ployees, not just the two who have 
their sights set on a Broadway song- 
and-dance act, turn the laborious 
routine of cleaning a car Into a 
joyous musical extravaganza? Or in¬ 
deed the way one-liner gags, 
seemingly expended, resurface later 
in an entirely different context for 
a devastatingly funny topper? 

"Confined to a single set, choreo¬ 
graphed throughout to songs that 
pour non-stop from loudspeakers in¬ 
stalled to encourage the workers, and 
acted to perfection by a predomi¬ 
nantly black cast who raise ensemble 
playing to new heights, CAR WASH 
can really only be described as TV's 
Laugh-in redesigned as a Minnelli 
musical. Michael Schultz, who 
directs and more than confirms the 
promise of his recent COOLEY 
HIGH, Is surely a name for the future 
to conjure with." 

Tom Milne / OBSERVER REVIEW 


"CAR WASH is the discovery of 
the month, if not the year - the 
songs, the routines, the gags, the 
practical jokes, the love affairs, the 
marital rows, the confrontations with 
police and proprietor, even the bits 
of melodrama and sentimentality, all 
woven together with confident ex¬ 
pertise into a fresh, lively, honest 
and original entertainment." 

Alan Brian / THE SUNDAY TIMES 

American 

Graffiti 

Showing with 'Car Wash' 

Director: George Lucas. 

U.S.A., 1973. 

Script: George Lucas, Gloria Katz, 
Wulliard Huyck. 

Photography: Ron Eveslage, Jan 

D'Alquen. Visual consultant: Haskell 
Wexler. 

Cast: Richard Dreyfuss, Ronny 

Howard, Paul Le Mat, Charles Martin 
Smith, Cindy Williams, Candy Clark, 
Wolfman Jack. 

Colour/Scope. Certificate AA. 

110 minutes. 


AMERICAN GRAFFITI is one of the 
most enjoyable movies to come from 
Hollywood's 'new' talent and its 
immensely attractive blend of music, 
bitter-sweet emotions and dazzling 
technical virtuosity seems to have 
provided a model for other aspiring 
young American talents. The director 
is George Lucas, whose first feature 
was the technically dazzling science- 
fiction film THX 1138 and who has 
since made STAR WARS. The new 
film, which has of course become the 
greatest box-office phenomenon 
since JAWS, would seem to confirm 
th« GRAFFITI had already 
signalled — namely that Lucas is 
committed to a programme of 
optimistic entertainment. His great 
achievement with GRAFFITI is that 
he here manages to combine his 
great technical obsessions with some 
beautiful characterisations. A 
relatively unknown cast turn In some 
superb performances and both Lucas 
and his co-scriptwriters (the very 
talented team of Gloria Katz and 
Willard Huyck) must be given due 
credit for making the film succeed 
on so many levels. The subject matter 
itself ("a night of cruising for a cross- 
section of college kids before their 
childhood is put behind and 'adult¬ 
hood' begins") isn't particularly 
promising. But Lucas obviously knew 
the scene very well and marshalls all 
the elements with great skill and 
enthusiasm. 















27 


Held 

December 21. 

USA, 1968. 

Director; Bob Rafelson. 

Script: Bob Rafelson, Jack 

Nicholson. 

Photography: Michel Hugo. 

Music: Ken Thorne, 

Songs: Gerry Qoffin, Carole King, 
Tomi Stern, Nilsson. 

Cast: The Monkees, Annette Funi- 
cello, Victor Mature, Timothy Carey, 
Logan Ramsey, T.C. Jones, Sonny 
Liston, Ray Nitschke, Frank Zappa. 
Colour. Certificate A. 

85 minutes. 

Bob Rafelson's intriguing first fea¬ 
ture was scheduled for a previous 
Arts Lab programme which featured 
all the director's subsequent films. 
On that occasion the print failed to 
turn up, but HEAD has subsequently 
been released in Britain for the first 
time and now makes a belated ap¬ 
pearance in our programme. 

In some respects the film actually 


benefits from the delay. Clearly, for 
example, it wasn't merely an attempt 
to cash In on the success of former 
TV pop stars The Monkees, whose 
brief career Is said to have been 
masterminded by Rafelson. But in 
1968 this musical extravaganza 
would certainly have been viewed 
as such; and the bizarre cast — inclu¬ 
ding such diverse personalities as 
Victor Mature, Annette Funicello (26 
year old veteran of countless Beach 
Party movies). Sonny Liston and 
Frank Zappa —would no doubt have 
been seen as a star-studded extension 
of the original TV formula. Now 
that such expectations cannot run 
very high, and considering the 
interest developed by the director's 
subsequent films (FIVE EASY 
PIECES, THE KING OF MARVIN 
GARDENS, STAY HUNGRY) this 
chance to see HEAD should be wel¬ 
comed. It is also helpful to have 
Rafelson's own account of the 
project: 

"HEAD might seem like a natural 
offshoot of the television series, but 
it wasn't really. It was natural in the 
sense that after the success of the 
Monkees one could imagine making 


capital of that. But HEAD was never 
thought of by me or my partner as a 
picture that would make money. 
What I felt was that we we-re entitled, 
since we had made for Columbia an 
enormous amount of money in their 
record division and In television sales, 
to make a picture that would in a 
sense expose the process. 

"HEAD was assumed to be an 
exploitation film, but in fact it was 
not that at all. It opened metaphor¬ 
ically with the Monkees committing 
suicide. It was a complete exposure 
of my relationship to the Monkees. 
It made no money, coming at some 
time after the Monkees' popularity 
had begun to decline; hardly anyone 
saw it, and those who did were 
mostly mystified by it. Since then. It 
has become something of a cult film 
on campus and In France. 

"Of course HEAD is an utterly 
and totally fragmented film. Among 
other reasons for making it was that I 
thought I would never get to make 
another movie, so I might as well 
make fifty to start out with and put 
th6m all in the same feature. In that 
I was in a sense emulating or 
satirising the styles of various Ameri¬ 



(L-R), Nell Campbell, Patricia Quinn, Tim Curry and Richard O'Brien in 
THE ROCKY HORROR PICTURE SHOW'. 


can pictures. There's a GOLDEN 
BOY episode, a desert episode, a 
harem dance number; the French 
Immediately picked up the scene 
where Davy Jones dances in white 
on a black set and In black on a 
white set, and I intercut the two, 
as being a tribute to Vincente Minelli. 
They 've traced every one of these 
things, sometimes incorrectly, and 
certainly without being aided and 
abetted by my original purpose at 
all. But none the less there was this 
kind of history of the American 
movies in there as well. One of the 
curious things is that the Beatles and 
the Stones and other rock groups re¬ 
gard HEAD as being a minor triumph 
because it's the story of their lives as 
well — of the manipulation of rock 
stars. After all, the Monkees wind up 
playing dandruff in Victor Mature's 
hair, which was my way of suggesting 
that this was all one giant hype — 
which the Monkees In fact were — 
and of revealing it to the public. And 
they all recognise this as their own 
story." 

Sight and Sound'interview with Bob 
Rafelson, Autumn 1976 


The Rocky 
Horror 

Picture Show 

December 26-28 

Director: Jim Sharman. 

Great Britain, 1975. 

Script: Jim Sharman, Richard 

O'Brien. 

Based on the stage musical by 
Richard O'Brien. 

Photography: Peter Suschitzky. 

Music and songs: Richard O'Brien. 
Musical director; Richard Hartley. 
Cast: Tim Curry, Susan Sarandon, 
Barry Bostwick, Richard O'Brien, 
Jonathan Adams. 

Colour. Certificate AA. 

100 minutes (cut from 101). 

"Richard O'Brien's peppy, 
iconoclastic musical stems from a 
long-running stage success that is 
itself rich in movie references and 
connotations. These have been 
heightened in the film (a first movie 
by the stage director Jim Sharman). 
Hence the whole Frankenstein-Flesh 
Gordon parody Is wrapped up in the 
framework of a B-feature narrative 
(Charles Gray making a superb 
surrogate Lustgarten criminologist, 
muttering such bewitching banalities 
as; "There are some, people who say 
that life itself is an illusion, and that 
reality is simply a figment of our 

imagination."). Hence demented 

Frank N Furter ("just a sweet 
transexual transvestite from 
Translyvania") gets an Esther 
I Williams swimming pxDol scene to 
him/herself. Hence the Creature (the 
Charles Atlas-perfect Peter 
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tiinwood) carries his wounded 

creator, Kong-like, up the RKO 
Radio mast in the pounding finale. 

"The film gushes energy like crude 
oil. certainly not refined, but 
constantly thrusting and attacking. 
The score contains a clutch of the 
best new songs I have heard in ages, 
•notable among them "Science 
Fiction Double Feature", a homage 
to the SF movies of the 'SOs and sung 
behind the credits by a pair of 

screen-size lips. Sharman has been 
wise enough not to open out the 
production, but to whip up a new 
frenzy by moving his camera 
intelligently within the theatrical 

confines of the sets. Only the 
choreography disappoints and the 
Transylvanians' 'Time Warp" looks 
depress! ngly like a Second 
Generation prelude to a Max 

Bygraves hour. 


The setting is Chicago, 1964; 
Preach and Cochise are near finishing 
their careers at Edwin G. Cooley 
Vocational High School. Sneaking 
out one day from school, they and 
some friends roam through a series 
of adventures which allows Schultz 
to trace out the milieu In which 
they live. Though reminiscent of 
AMERICAN GRAFITTI in its use of 
loose plot structure and humour to 
create an impression of a particular 
milieu, it differs from that film In 
its concentration on two central char¬ 
acters who lead us through their 
world — home and school life, 
parties, brief confrontations with 
each other and the law, etc. For the 
most part the film generates an affec¬ 
tion for its protagonists, but, Irke 
CAR WASH, becomes serious at the 
end as Preach becomes increasingly 
aware of the limitations of his high 
school life style. 


"But the performances are outstand¬ 
ing; O'Brien himself, starting out as 
the hunchback servant and ending 
up as the inter-galactic odyssey 
commander; Barry Bostwick and 
Susan Sarandon as the most ordinary 
of middle-class American kids who 
stumble accldentallY into Frank N 
Further's mansion on a dark and 
stormy night; Peter Hinwood as the 
Creature, Rocky, emerging from a 
tank of chemicals to face 
immediate technical rape by all 
around him. But all-eclipsing is Tim 
Curry's stunning performance as 
Frank N Furter. Gartered, corseted 
and black-suspended, he comes on 
Impossibly strong like a mixture of 
the best (and worst) of Shirley 
Bassey, Joan CraVv'ford, Mick Jagger 
and Ethel Merman. He is funny, 
frightening, powerful and poignant. 
His creation was a true original of the 
theatre and, with his innate under¬ 
standing of the camera and how to 
play to it, he makes it a true original 
of the cinema without losing half an 
ounce of dynamism" 

David Casteii / FILMS 
ILLUSTRATED. 

Copley Nigh 

Oecember ^-31. 

USA, 1975. 

Director: Michael Schultz. 

Script: Eric Monte. 

^otiDgraphy: Paul vom Brack. 

Music: Freddie Perren. 

Cast: Glynn Terman, Lawrence 

Hilton Jacobs, Garrett Morris. 

Colour Certificate A A 107 minutes. 

More ambitious but less assured 
than CAR WASH, COOLEY HIGH 
is Michael Schultz's first film and 
is here receiving its first show+ng in 
Birmingham. It features a superb 
Tamla Mbtown soundtrack (numbers 
by Luther Allison, The Four Tops, 
Brenda Holloway, Martha and 
the Vandellas, The Marveiietes, 
Smokey Robinson, Barrett Strong, 
The Supremes, The Temptations, 
Jr. Walker, Stevie Wonder and G.C. 
Cfloneron) which serves as a reference 
point around which are woven the 
ascapades of a couple of bJaok 4dds 
Peacn and Cochise. 


"At the COOLEY HIGH stage. 
Schultz was still wavering between 
honesty and exploitation, between 
what he knew to be disastrous about 
life in the black ghettos, and his own 
talent for making upbeat farce out of 
such disasters. The result is a weird 
mixture of crazy laughs and intensely 
grubby realism ~ and the latter, of 
course, is much the rarer in black 
films. We certainly don't get it from 
the likes of SHAFT, which has the 
same kind of mock-relationship to 
Harlem and South Side Chicago as 
'The Gondoliers' hss to Venice. 

"COOLEY HIGH is set In the 
early sixties, which permits the 
soundtrack to replay some fine old 
Motown records. The sound quality 
throughout the picture is boxy and 
metallic, like the old bop recordings 
of the forties, and this gives a threat¬ 
ening harshness even to the nrK)st 
farcical of scenes. For a while mere 
are a lot of these. Our two central 
characters. Preach and Cochise, may 
be among the most promising pupils 
at Cooley Vocational High School, 
but they are not immune to the 
school disease, truancy. A good deal 
of surreptitious drinking and 
standard sexual experimentation goes 
on and the juvenile recklessness 
culminates In a car-stealing escapade 
where the lads make their highly im¬ 
plausible top-speed getaway form the 
cops. 

"But suddenly - and this looks 
like being a characteristic of Schultz's 
films — this silly episode Is taken ser¬ 
iously. The police turn up at Cooley 
and haul the offenders out of class; 
and Preach is got off the hook only 
on the History master's recom¬ 
mendation. But a couple of 
their classmates, young men with a 
record, are prosecuted, and they later 
take it out on Cochise, who is left for 
dead under the elevated railway. 
Preach leaves to become 'a successful 
Hollvwood screen writer'. 

"Eric Monte, who wrote tne 
script, is obviously not especially 
inventive in his devising of imaginary 
lives; but it is thanks to him that tha 
abrasive texture of day to day black 
intercom muni cation, from dirty talk 
(called 'signifying') to poetry, is so 
convincingly reproduced here." 

Russeh Davies 

THE OBSERVER REVIEW 



The subject of Birmingham 
Film Society's new season is 
film noir, a descriptive term 
which has become the source of 
much critical speculation and a 
phenomenen which is currently 
enjoying something of a revival 
in the form of certain recent 
thrillers. Strictly speaking, 
though, the term film noir re¬ 
fers to the cycle of American 
thrillers made between the early 
forties and the mid-fifties, and 
the Society's programme 
features some of the most 
striking manifestations from this 
period. Howard Hawks' THE 
BIG SLEEP (1947) provides a 
perfect opening and subsequent 
meetings will be devoted to 
further screenings and/or 
lectures/discussions. 

Many of the difficulties with 
the term film noir arise from 
the fact that it cuts across many 
of the traditional genres (Inclu¬ 
ding the Western, as Raoul 
Walsh's PURSUED will demon¬ 
strate in the season), and on the 
whole critics have been unsuc¬ 
cessful in their attempts to re¬ 
strict It to a specific time period. 
In his article The Family Tree 
of Film Noir\ Raymond 
Durgnat pointed out that film 
noir, unlike other genres, "takes 
us into the realms of 
classification by motif and tone" 


A scene from COOLEY HIGH 

This observation at last suggests 
a useful area for exploration, 
since the majority of critics 
would agree that the most 
striking characteristics of these 
films is their remarkable style. 
Thus any examination of 
film noir has to include a 
consideration of how meaning is 
conveyed In terms of visual style 
and this task is of central 
importance to film criticism in 
general. 

Other specific topics to be 
covered with both films and 
lectures/discussions Include: 
'Chandler and the Film' 
(FAREWELL, MY LOVELY), 
The Influence of Expressionism' 
(THE TESTAMENT OF DR. 
MABUSE), 'Female Sexuality 
and Film /Vo/r" (LADY FROM 
SHANGHAI) and The Influence 
of the Film Noir in France' 
(UN FLIC). 

All Birmingham Film Society 
meetings are held at the 
Birmingham and Midland 
Institute, Margaret Street, 
Birmingham 3, and commence at 
7.30 p.m. on Friday October 14. 
The fee for the season is £6 
(students/pensioners £4). 

To complement the Film 
Society's season, we are showing 
a number of related films at the 
Lab. These Include such noir 
classics as Robert Aldrich's 
KISS ME DEADLY (now 
available in a full-length version) 
and Hitchcock's STRANGERS 
ON A TRAIN. But the majority 
are examples of what could be 
described as 'contemporary 
film noir': Roman Polanski's 
CHINATOWN, Robert Altman's 
THE LONG GOODBYE and 
Arthur Penn's NIGHT MOVES. 
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Chinatown 

December 14, 16—18 

Director: Roman Polanski. 

U.S.A., 1974. 

Script: Robert Towne. 

Photography: John A. Alonzo. 

Music: Jerry Goldsmith. 

Cast: Jack Nicholson, Faye 

Dunaway, John Huston, Perry Lopez, 
John Hillermann, Darrell Zwerling. 
Colour/Scooe. Certificate X. 

131 minutes. 


Polanski's excursion into the private- 
eye genre constitutes an expansion of 
the (traditional) framework; firstly 
through the Panavision format which 
distends the moral and physical 
spaces of the story, and secondly, 
through the mise en scene, which 
presents the protagonists, JJ. Gittes, 
in close-up, and the machinations of 
the intrigue frequently in long-shot 
or occastionally in mirror-shot. More 
accurately, then, a reorientation of 
the components of the film noir. The 
fact that nostalgic recreation of 
'period' is currently commercial is 

taL-on ac an a nrinri assumotion from 


which Polanski works outwards (e.g. 
from the black^nd-white credits 
sequence) to the sepia-based colour 
tonality, which is itself a symbol of 
the arid wastes (physical and 
emotional) of the story. 

Nostalgia is not pursued in these 
films for it's own sake (as for 
example in THE STING), but appears 
only as a bi-product of a more 
purposive recreation of period. 
Indeed Polanski appears to have 
modernised his story further by 
understating the inconographic 
elements in certain scenes and by 


placing them, in other scenes, in a 
wider frame. But returning to the 
thematic core of the film, we find 
that the mysteries are equally 
insoluble and the obsessions equally 
familiar to Polanski's private-eye as 
they are to the protagonists of classic 
film noir. The story J.J. Gittes tells 
us of a woman he once knew, whom 
he tried to help and whom he only 
helped more certainly to destroy, 
reminds us of almost identical 
dramatic situations in earlier film 
noir. 

MARTYN AUTY. 



Jack Nicholson and Faye Dunaway in — CHINATOWN 


The Long 
Goodbye 

November 23, 25, 26. 

Director: Robert Altman. 

U.S.A., 1973. 

Script: Leigh Brackett. (Based on 

the novel by Raymond Chandler). 
Photography: Vilmos Zsigmond. 
Music: John T. Williams. 

Cast: Elliot Gould, Nina van Pallandt, 
Sterling Hayden, Henry Gibson, Mark 
Rydell, David Arkin. 

Colour/Scope. Certificate X. 

Ill minutes. 


In THE LONG GOODBYE Altman 
seeks to explode the genre from the 
inside; taking the classic Chandler 
text as a starting point, he proceeds 
to collide the genre elements with the 
new 'reality' of wealthy California. 
To do so involves an up-dating of the 
basic iconography of film noir: the 
tenement-style interiors of 40's urban 
landscapes are replaced by 'dwelling 
islands' of modern California, (the 
Malibu colony, the bizarre, labyrin¬ 
thine apartment block where 
Marlowe lives) - communities more 
self-contained, isolated and 
impenetrable than even those of the 
classic film noir. Where Bogart 


characterised the private-eye as wise¬ 
cracking, chain-smoking, independent 
and limitlessly resourceful, Elliot 
Gould's Marlowe is a sloppy intro¬ 
spective whose caustic wise-cracks 
and professional methods go off at 
half-cock. Again exploring the 
Panaviosion format, Altman's mise 
en scene is not so much intended to 
stretch the perameters of the 
narrative as to create open spaces 
(beachscapes; suburban locations, 
free-ways) into which the story can 
expand as it cuts its way loose from 
the claustrophobic conventions of 
film noir. The result is, inevitably, an 
eccentric, idiosynchratic rendering of 


the Chandler story (all the more 
remarkable for the collaboration of 
Leigh Brackett screenwriter on 
THE BIG SLEEP), which posits the 
anarchronism not, ironically, of the 
genre, but of the values invested in 
the private-eye protagonist and of the 
investigative methods employed by 
the Chandler hero. What Altman's 
film retains, in common with 
CHINATOWN and NIGHT MOVES 
(and, by extension, with the classic 
film noir) is the moral ambivalence 
into which the protagonist is drawn 
either voluntarily or involuntarily. 

MARTYN AUTY. 
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Night Moves 


WITH STRANGERS ON A TRAIN 


December 7, 9—11 

Director: Arthur Penn. 

U.S.A., 1975. 

Script: Alan Sharp. 

Photography: Bruce Surtees. 

Muiic: Michael Small. 

Cast: Gene Hackman, Jennifer 

Warren, Edward Binns, Harris Yulin. 
Colour. Certificate X. 99 minutes. 


In common with the classic film noir, 
Penn's movie (originally entitled THE 
DARK TOWER) is constructed from 
a dense and contorted narrative 
which acts as a metaphor for a 
confused or disturbed psychological 
state — a condition which is reflected 
through the film's central character. 
(Compare, for example, the 


ostensible 'mission' for v^ich 
Hackman and Bogart are hired in 
NIGHT MOVES and THE BIG 
SLEEP respectively, and the ensuing 
complications on a story level). 
Also in common with the classic 
film noir is the figure of the loner 
protagonis* (Hackman), given to 
dossing in his own private-eye office, 
and half willingly, half unwillingly, 
allowing himself to be led further 
into the intrigue. But in a parallel 
development, NIGHT MOVES 
succeeds in challenging the basic 
assumptions we make about the 
genre in narrative terms. Screen¬ 
writer Alan Sharp's deliberate 
confusion of the noir (pure genre) 
narrative and the fictive story of 
Harry Moseby constantly calls into 
question the procedures of noir 
plotting; after returning Delly to 


her mother, Harry has the 
opportunity to patch up his marriage 
and pull out of the private-eye 
game, but is finally and inextricably 
drawn back into the ^hahdteresque 
story. Throughout the film, Harry's 
own problems (his marriage, his 
career) are intersected by develop¬ 
ments In the (fictional) mystery 
story, and interpenetrated in a 
thematic sense; so that his pursuit 
of his wife's lover becomes an 
investigation — using all the car 
motifs of film noir — only to fiixJ 
that Marty (the lover) fires the 
paradox back in Harry's face: "Go 
on. take a poke at me. The way Sam 
Spade would". NIGHT MOVES 
reinforces the paradoxes; the whole 
atmosphere surrounding Arlene 
Iverson (Delly's mother) is resonant 
with Hollywood of the 40's — the 
starlet who married a second-rank 
producer; it is even perpetuated in 
the daughter ("Would you believe 
Delilah?"); the rr>ovie location in 


New Mexico belongs to the same 
Hollywood myth; and the entire 
Florida sequences make general and 
specific references to KEY LARGO. 
Into this assemblage of 'mystery' 
codes is placed Harry Moseby, 
tactician by nature, investigator by 
trade; unable to externalise and 
objectify the intrigue and thus 
unable to provide nrreaningful 
solutions. Penn has said: "the 

mystery is inward, and perhaps the 
solution is inward". 

Perhaps over-conscious of the genre 
tradition, Penn seems to be trying 
to counter the impulse towards 
solutions in the genre. He has 
admitted that "there are certain 
obligations of the genre", but has 
confounded those obligations at 
every stage, has led even the film 
noir up a blind alley to the ultimate 
stalemate. 

MAHTYN AUTY. 



Action from NIGHT MOVES 


Strangeis on 
a Train 

December 7, 9—11 

Director: Alfred Hitchcock. 

U.S.A., 1951. 

Script: Raymond Chandler, Czenzi 
Ormonde. 

Based on the novel by Patricia 
Highsmith; adapted by Whitfield 
Cook. 

Photography: Robert Burks. 

Music: Dimitri Tiomkin. 

Cast: Farley Granger, Ruth Roman, 


Robert Walker, Leo G. Carroll, 
Patricia Hitchcock. 

Black and white. Certificate A. 
101 minutes. 

"In 1951 Hitchcock exploded back 
to the height of his powers with 
STRANGERS ON A TRAIN. His 
script from Patricia Highsmith's novel 
had been carefully worked out by 
Raymond Chandler, Czenzi Ormonde 
and Whitfield Cook, and the film 
was photographed by Robert Burks... 

"Bruno, a wealthy, talkative 
young man (Robert Walker), button¬ 
holes a famous tennis player, Guy 
(Farley Granger), on a train. He 
outlines a scheme in which Guy 
murders Bruno's hated father and 


Bruno murders Guy's wife, who is 
the main obstacle to his marriage 
with a Senator's daughter. Guy 
regards Bruno as an amiable crank 
and dismisses the conversation, but 
to his horror he finds a day or two 
later that Bruno has indeed 
murdered his wife and it is now his 
turn to complete the deal. 
Horrified, he backs down, and Bruno 
sets out to incriminate him by 
planting his cigarette lighter at the 
scene of the crime. Guy has to win 
a tennis match, evade the police and 
dash out to the small town where the 
murder took place, to stop Bruno.... 

"The film is rich in Hitchcock 
detail — the murder itself reflected 
in the victim's fallen glasses; a 


nodding tennis crowd with one 
stationary head - Bruno - smiling 
at the player; the brilliant build-up 
of tension by skilful cross-cutting 
between Guy fighting to win his 
match and Bruno, many miles away, 
struggling to retrieve the 
incriminating lighter which has fallen 
down a drain . 

"Once again the transference of 
guilt theme is used; Guy feels guilty 
firstly because he wanted his wife 
dead, and secondly, because he is 
afraid to go through with his part 
of the bargain. Ironically, at the 
end of the film he is free to marry, 
and thr tragic Bruno has in fact done 
him a good turn." 

George Perry / THE FILMS OF 
ALFRED HITCHCOCK 












Kiss ms 
deadly 

November 26, 27* 

Director: Robert Aldrich. 

USA, 1955. 

Script: A.I. Bezzerides From the 
novel by Mickey Spiliane. 

Photography: Ernest Laszio. 

Music: Frank de Vol. 

Cast: Ralph Meeker, Albert Decker, 
Cloris Leachman, 

Black and white. Certificate A 

104 minutes. 

Robert Aldrich's greatest film 
and a classic film noir, KISS ME 
DEADLY has only recently become 
available in a full length version in 
Britain. 

"KISS ME DEADLV is among the 
most important American films of 
the Fifties, a kind of cause celebre in 
Cahiers du Cinema's campaign on be¬ 
half of the American cinema. Taking 
a junky Mickey Spiliane novel, 
Robert Aldrich transformed it into 
an utterly ‘ extraordinary allegory 
with an apocalypse ending 
unequalled before or since." 

Dave Pirie / TIME OUT 

Hustle 

December 21, 23, 24 

Director: Robert Aldrich. 

U.S.A., 1975. 

Script: Steve Shagan. 

Photography: Joseph Biroc. 

Music: Frank De Vol. 

Cast: Burt Reynolds, Catherine 

Deneuve, Ben Johnson, Paul 
Winfield, Eileen Brennan, Eddie 
Albert, Ernest Borgnine. 

Colour. Certificate X. 118 minutes. 

"Like the recent California detective 
films (THE LONG GOODBYE, 
CHINATOWN, NIGHT MOVES), 
HUSTLE deals with a man 
increasingly bemused by his job. 
The indifference necessary for the 
work of a Los Angeles cop (Burt 
Reynolds) hinders his growing 
emotional involvement with a high- 
price hooker (Catherine Deneuve). 
Just what this costs him 
psychologically is revealed in an 
investigation into the death of a 
girl. Aldrich handles this descent 
into a moral quagmire in a way that 
recalls his masterpiece of twenty 
years ago, KISS ME DEADLY. But 
most extraordinary is the Aldrich 
exploration of a male/female 
relationship. Unsurprisingly, for 
someone whose work has hardly 
touched on one, he trades in 
archetypes, often sentimentalises, 
and uses Lelouch's UN HOMME ET 
UNE FEMME as a major reference 

point . and gets away with it. 

Apart from some ropey moments 
when the excesses of the script 
threaten to disarm Aldrich's muscular 
direction, Aldrich's best in years.'' 




"At the core of Robert Aldrich's 
KISS ME DEADLY are speed and 
violence. The adaptation of Mickey 
Spillane's novel takes Mike Hammer 
from New York to Los Angeles, 
where it situates him in a landscape 
of sombre streets and decaying 
houses even less inviting than those 
stalked by Spade and Marlowe in the 
preceding decades of Depression and 
War years. Much like Hammer's 
fast cars, the movie swerves frenzied- 
ly through a series of disconnected 
and cataclysmic scenes. As such, it 
typifies the frentic, post-Bomb L.A. 
of the fifties with its malignant un¬ 
dercurrents; it records the degenerat¬ 
ive half-life of an unstable universe 
as it moves towards critical mass. 
When it reaches the fission point, the 
graphic threat of machine-gun bullets 
traced in the door of a house on 
Laurel Canyon (THE BIG SLEEP) 
is superceded as a beach cottage in 
Malibu becomes ground zero. 

"From the beginning, KISS ME 
DEADLY is a true sensory explosion 
In the pre-credit sequence, a woman 
stumbles out of the pitched darkness, 
while her breathing fills the sound¬ 
track with amplified, staccato gasps. 
Blurred metallic shapes flash by 
without stopping. She positions her¬ 
self in the centre of the roadway, 


Ralph Meeker (left) and Nick Dennis, in KISS ME DEADL Y 


until oncoming headlights blind her 
with the harsh glare of their 
highbeams. Breaks grab, tires scream 
across the asphalt, and a Jaguar spins 
off the highway in a swirl of dust. 

M close shot reveals Hammer be¬ 
hind the wheel; over the panting 
and the sound of a jazz piano on the 
car radio, the ignition grinds re¬ 
peatedly as he tries to restart the 


engine. Finally, he snarls at the 
woman, 'You almost wrecked my 
car! Well? Get ini' 

"As in Aldrich's WORLD FOR 
RANSOM (1952), the shot selection 
and lighting provide immediate keys 
to the genre type, to film noir..." 

Alain Silver / FILM COMMENT 
(March-April 1975) 


Chris Petit / TIME OUT 


The butler is done in. Burt Reynolds and Paul lA/infield investigate in 'HUSTLE'. 
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